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ABSTRACT 
 
Conducting a musical rehearsal is an inherently relational activity, requiring a 
mixture of musical and personal skills.  Research and writing on the role of intentional 
reflection for educators, and subsequently conductors, has demonstrated the important 
role of reflection as a catalyst for growth.  While many models of reflection¾including 
video reflection, journaling, and reflective dialogue¾have helped conductors and music 
educators gain self-awareness and experience growth, these models do not provide 
resources to deeply reflect upon the specific role of personality within the rehearsal 
setting.   
The Enneagram of Personality, in the form of the Riso-Hudson Enneagram Type 
Indicator (RHETI) was used in this study as a tool for reflecting on personality within the 
choral rehearsal.  Three conductors completed the RHETI online, engaged in reflective 
conversation about individual personality traits, then watched videos of two recent choral 
rehearsals, verbally reflecting on the role of specific personality traits within the 
rehearsals.  This document presents these three reflective journeys as case studies, 
ultimately exploring the usefulness of a tool like the Enneagram as an aid to personal and 
  vi 
musical growth for conductors.   
Chapter One presents an overview of the literature on reflective practice, 
especially as it applies to education (broadly) and music education (specifically).  
Chapter Two introduces the Enneagram of Personality, summarizing its structure and 
core descriptions, as well as psychometric reliability and validity studies of the RHETI.  
Chapter Three describes the procedures used in the cases and the process developed for 
analyzing and interpreting the data.  Chapters Four, Five, and Six contain the three cases, 
detailing each conductor’s interaction with the Enneagram within the prescribed 
reflective practice.  Chapter Seven offers a cross-case analysis of the three cases and 
examines their implications for further research and future use of the Enneagram in 
musical practice. 
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CHAPTER ONE:  
INTRODUCTION TO REFLECTIVE PRACTICE 
 
Conducting a musical rehearsal, whether chorus or orchestra, professional or 
amateur, requires developed musicianship, communicative ability, and physical 
awareness. Conductors undergo rigorous training in these areas to reach a level of 
competence in their field.  Developing conductors carefully watch mentors, emulating 
their physical technique as well as their methods of rehearsing. Many scour videos of 
their own rehearsals as they try to improve baton technique¾slowing, repeating, and 
analyzing every move carefully and technically.1  In short, documentation of numerous 
graduate programs, apprenticeships, as well as literature on conducting and rehearsing 
reveals that many conductors are quite serious about their professional development. 
  Still, the literature on professional development in general suggests that 
professional experiences and actions go beyond the merely technical or clinical. 
Schuller’s description of the healthy and balanced ego, for instance, implicitly argues that 
the very act of conducting is inherently relational¾it is not solely about the conductor, 
the musicians, or the music, but a relationship between them: 
Certainly, it takes a healthy ego to develop the courage to stand before an 
orchestra..., to impose his or her musical/interpretive will... to in a sense dominate 
those musicians, and to dare to ‘interpret’ the great masterpieces of the Western 
tradition.  When such a ‘healthy’ ego – let’s call it a ‘modest’ ego, contradictory 
as that may sound, or in Bruno Walter’s phrase, a ‘selfless ego’ – is infused with 
an equally healthy respect for and gratitude toward the musicians who labor and 
                                                                            
1 Carroll Gonzo, "The Use of Videotapes in the Choral Rehearsal," The Choral Journal 21, 
no. 6 (February 01, 1981), accessed June 15, 2017, 
http://www.jstor.org/stable/10.2307/23545679?ref=search-gateway: 
fae928f506875252f9af6c303c5ab805; Alan C. McClung, "Using Video Self-Assessment to Enhance 
Nonverbal Conducting Gesture," The Choral Journal 45, no. 9 (April 2005), accessed June 15, 2017, 
http://www.jstor.org/stable/23555467. 
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toil under his baton, then one is likely to get what I will simply call, for the 
moment, very fine, high-level music-making.”2   
 
To improve conducting—or teaching, nursing, engineering, psychotherapy, or any other 
professional practice—requires not only an awareness of technical actions involved, but 
also a metacognitive awareness of the self in relationship to others in the professional 
situation. A well-developed research literature on reflective practice demonstrates both 
the need for such metacognitive awareness and how it may develop. 
Dewey argued, “Reflection...is the discernment of the relation between what we 
try to do and what happens in consequence. No experience having a meaning is possible 
without some element of thought.”3  Dewey claimed that reflective thinking required two 
subprocesses: “(a) a state of perplexity, hesitation, doubt; and (b) an act of search or 
investigation directed toward bring to light further facts which serve to corroborate or 
nullify the suggested belief.”4  He carefully differentiated between “training in thinking” 
focused on learning facts or skills and teaching that connects the thinker with his or her 
world and increases efficiency of action.5 For Dewey, reflective thought was more than 
just a succession of ideas, but rather an activity with consequence. Reflection led toward 
change in behavior.6  His emphasis on the importance of reflective practice is clear in his 
statement: “We do not learn from experience. We learn from reflecting on experience.”7 
Schön expanded on Dewey’s ideas about reflecting on experience, demonstrating 
                                                                            
  2 Gunther Schuller, The Compleat Conductor (New York: O.U.P, 1999), 3-4. 
3 John Dewey, How We Think: A Restatement of the Relation of Reflective Thinking to the 
Educative Process (Boston: Houghton Mifflin, 1998), 45. 
4 Ibid., 50. 
5 Ibid., 89.  
6. Ibid., 3. 
7 Ibid., 45. 
 
  3 
how reflection was a form of professional problem-solving. In The Reflective 
Practitioner, he  specifically examined reflective thinking in the professions of 
architecture, town planning, engineering, management, and psychotherapy.8  In Schön’s 
theorizing, “reflection-on-action” referred to the time set apart to bring a past experience 
into consciousness, with the intention of reframing it in order to improve future action. 
“Reflection-in-action” occurred when the practitioner had developed sufficient capacity 
to maintain awareness of the self in the moment¾responding productively to challenges 
and redirecting plans in real time.  It represented the practitioner’s ability to make small 
modifications, reframing problems in order to learn from experience, rather than looking 
to solve them through purely technical means.9  
Kolb described a cycle of reflecting on experience in which a learner moved from 
the “concrete experiencing of an experience,” to reflective observation, to abstract 
conceptualizing, to active experimentation, and back to the beginning.10  Kolb’s model 
for reflection was intended to be both cyclical and transformative, since observation was 
not sufficient without subsequent experimentation. Kolb’s reflection cycle is thus 
perpetual, as new knowledge is created through reflection and implementation, creating 
new experiences and more cause for reflection.   
Although Van Manen’s model focused narrowly on teachers’ reflection on 
practice, his theorizing profoundly altered overall notions of professional reflective 
                                                                            
8 Donald A. Schön, The Reflective Practitioner: How Professionals Think in Action (New 
York: Basic Books, 1983). 
9 Ibid., 40-5. 
10 David A. Kolb, Experiential Learning: Experience as the Source of Learning and 
Development (Upper Saddle River, NJ: Pearson Education, 2015), 25. 
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practice because he emphasized its relational and moral dimensions. His primary interest 
was in the relationship between teacher and child, which he called one of pedagogical 
tact, writing “Pedagogical tact always does what is right or good for the child.”11 
Teachers’ professional development, he argued, should lead toward a self-awareness that 
permits them always to act tactfully. Teachers become tactful through reflection on 
practice—they become mindfully oriented to the child. Van Manen acknowledged that 
teachers’ lives are full of many children, and therefore many stimuli, but “there exists no 
closed rationality or moral system that will always tell us what is the right thing to say or 
do with the child.”12 Teachers become pedagogically tactful only through reflection on 
experience. By extension, then, other professionals become tactful through mindful 
orientation toward the good of others in the professional situation.  
Van Manen’s model of reflection was organized in levels, with the most basic 
level of reflection akin to common-sense thinking and acting on a daily basis. The second 
level of reflection intentionally problematizes a specific situation or event in the life of 
the child in order to understand it more acutely. The third level involves reflection 
beyond a specific event, connecting many of the child’s experiences systematically to 
reach a more complex and thoroughly mindful orientation to the child. Van Manen’s 
deepest level of reflection is critical meta-cognition, or reflecting on the nature of 
knowing, and how we know what is right or good.13   
Common to all these theoretical models of reflective practice is the primacy of 
                                                                            
11 Max Van Manen, The Tact of Teaching, 180. 
12 Ibid., 50.  
13 Ibid., 65-70. 
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experience, or intentional action taken in the world. Subsequent to the experience comes 
a time set apart for thinking about the experience. In so doing, at least some aspect of 
practice is rendered problematic or uncertain. It is important to note that both the means 
of the experience and the ends toward which the experience occurred are incorporated 
into reflective thinking. In all theoretical models, the reflective process is necessary to 
reappraise or reframe experience and plan for improved action. Schön specifically argues 
that, with sufficient practice, the time necessary for reflection can be shortened, so that 
reflection-on-action becomes reflection-in-action. In fact, he goes so far as to claim that 
reflection-in-action is a marker of professionalism, although several have challenged this 
assertion, primarily due to the complexity of stimuli in professional experiences such as 
teaching and musical conducting.14 Whether or not the time for reflection can be 
shortened, what results from reflective thinking is a kind of metacognition, or an 
awareness of self, others, and action in the professional situation, and a concomitant 
ability to exercise autonomy in professional decision-making toward what is right or 
good. 
Framing the Present Study 
As a conductor who also teaches conducting, I am interested in the professional 
development of novice conductors. Volumes have been published about the physical and 
technical aspects of conducting gesture, and studies have documented, categorized, and 
analyzed types of conductor communication in rehearsal.15 Less is understood, however, 
                                                                            
14  Donald Schön, The Reflective Practitioner, 40-2.  
15 See Brian A. Silvey, "Strategies for Improving Rehearsal Technique," Update: 
Applications of Research in Music Education 32, no. 2 (2014), accessed June 10, 2017, 
doi:10.1177/8755123313502348. 
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about how conductors improve and develop rehearsal actions, although it is reasonable to 
propose that, like other professionals, conductors’ development occurs through reflective 
practice.  The present study, then, is designed to look closely at novice conductors’ 
reflective thinking, specifically as they seek to improve rehearsal. Technical aspects of 
conducting are featured in rehearsal, to be sure, but relational aspects of conducting, such 
as communication and leadership, may be more prominent. How do novice conductors 
develop metacognitive awareness to improve rehearsals? 
The literature on facilitation of reflective practice for educators, including music 
educators and conductors, suggests that some sort of heuristic tool is necessary, not only 
to help the novice render technical and clinical aspects of professional practice 
problematic or uncertain, but also to help the novice consider—and reconsider—how 
personal identity and fundamental beliefs help shape professional action.  In other words, 
for metacognitive awareness and consequent professional autonomy to develop, novices 
must synthesize answers to the twin questions of who they are and what actions they 
should take in the professional situation.  
Heuristic tools16 named in the literature include prompts or scaffolding for 
systematic journaling, and dialogue or feedback with mentors and peers. These are 
intended to be used in a cyclic manner, where professional action occurs, reflection is 
facilitated with the aid of the tool, and new plans are made for action.17 The literature 
                                                                            
16 A heuristic tool or technique is one meant to enable people discover or learn something 
about themselves.  
17 See, for example, Mary Dunne, "Who Do You Think You Are... and Who Do You Think 
You Will Be as a Teacher?" in Developing Reflective Practice: A Guide for Beginning Teachers, ed. 
Debra McGregor and Lesley Cartwright (Berkshire, England: Open University Press, 2011), 40; Fay 
Glendenning and Lesley Cartwright, "How Can You Make the Best Use of Feedback on Your 
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suggests that this kind of cyclic reflection should not and will not be emotionally 
detached; instead, novices may benefit from recalling the emotion present during 
action.18 For more vivid and detailed recollection of action and emotion, researchers have 
promoted the use of video recordings during the reflective process.19 Finally, from both 
the theoretical models and applied research on reflection, it is evident that aspects of 
personality and identity not only are incorporated into reflection, but also enhance and 
restrict the qualities of reflection.20 
Based on the foregoing theoretical and practical models of reflection, it is 
reasonable to propose that personality-based reflection could lead to more intentional, 
aware, and effective rehearsal actions, which would, in turn, influence the quality of 
music making. How might a specific personality-based reflective practice aid in 
improving rehearsals?  It could allow conductors to reflect on their rehearsal processes 
using language that is personalized to their individual motivations, behaviors, and ideas. 
It could provide more insight into challenges commonly faced by the conductor, given 
                                                                            
Teaching?" in Developing Reflective Practice: A Guide for Beginning Teachers, ed. Debra McGregor 
and Lesley Cartwright (Berkshire, England: Open University Press, 2011); Sandra Frey Stegman, An 
Investigation of Secondary Choral Music Student Teachers' Perceptions of Instructional Successes 
and Problems as They Reflect on Their Music Teaching, PhD diss., University of Michigan, 1996 
(Ann Arbor: ProQuest LLC), accessed June 15, 2017; Susan Wharton Conkling. "Uncovering 
preservice music teachers' reflective thinking: Making sense of learning to teach." Bulletin of the 
Council for Research in Music Education (2003): 11-23; Marla Ann Butke, Reflection on Practice: A 
Study of Five Choral Educators' Reflective Journeys, PhD diss., The Ohio State University, 2003, 
accessed May 28, 2017, ProQuest Publication No. 3093631. 
18 See Marla Ann Butke, Reflection on Practice, 2003.  
19 Sean R. Powell, "The Influence of Video Reflection on Preservice Music Teachers 
Concerns in Peer- and Field-Teaching Settings," Journal of Research in Music Education 63, no. 4 
(2015), accessed June 10, 2017, doi:10.1177/0022429415620619. 
20 See Max Van Manen, The Tact of Teaching; Marla Ann Butke, Reflection on Practice, 
2003; Barbara Pollack and Harriet Simons, "The Psychologist and the Conductor: Solving Rehearsal 
Problems Using Awareness of Personality Types," The Choral Journal 36, no. 10 (May 1996), 
accessed May 17, 2017, http://www.jstor.org/stable/23551096.  
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her or his natural tendencies.  Using a personality-based tool, conductors could better 
understand the strengths and challenges of their individual rehearsal styles, as well as 
how to engage relationally with other personality patterns during a rehearsal process.   
Purpose of the Study 
Therefore, the purpose of this study is to better understand conductors’ reflective 
practice as they seek to improve rehearsals. The Enneagram of Personality will be 
employed as a heuristic tool for reflection to help conductors: (a) build self-awareness of 
behavioral and motivational patterns, (b) analyze how these patterns affect the rehearsal 
process, (c) consider how to move outside of habitual patterns when necessary. The 
reflective process will be supplemented with personality-based Enneagram literature to 
help conductors engage with the following questions: 
• What are core motivations and characteristics for my personality? 
• What habits or patterns have I adopted to cope with circumstances, especially 
under stress? 
• How do habits and patterns manifest in rehearsal situations?  How do they 
seem to strengthen my leadership within the rehearsal setting and how do they 
create challenges? 
• How can I practice more intentional decision-making, both in preparation for 
rehearsal and in the moment, rather than habitually relying on practiced 
patterns?   
 
As supported by the literature on reflective practice, the process of reflection will be 
  9 
cyclical, beginning with professional action, moving to reflection facilitated with the aid 
of the tool, then new plans will be made for action. To promote more vivid and detailed 
recollection of action and emotion, conductors will supply video recordings of 
themselves in a typical rehearsal with a choral ensemble.   
Orientation to the Document 
The core of this document consists of three case studies of novice conductors as 
they engaged in personality-based reflective practice. Through the cases, I document how 
each conductor came to identify with a personality type, how they selected foci for 
reflection, the challenges they encountered, and the signs that they experienced growth, 
even in light of the relatively brief length of the study. Following the three individual 
case studies, I present a cross-case analysis, exploring how the conductors’ personalities 
influenced their approach to self-scrutiny and examining other factors that might have 
impacted the conductors’ experiences during the reflective process. I consider the 
implications of the cases broadly for reflective practice and more narrowly for 
personality-based reflection using the Enneagram of Personality, and I close by 
imagining how future research could make the Enneagram more broadly accessible and 
useful to a musical community.  
Before the case studies, however, I further explore theoretical and applied 
research on reflective practice. Then, I orient readers to the Enneagram of Personality and 
its interpretation by Don Riso and Russ Hudson, and I present major research associated 
with the Riso-Hudson Enneagram Type Indicator (RHETI). Based on that research, I 
explain how the RHETI was incorporated in the present study as well as explaining other 
  10 
procedures and protocols used to ensure that the cases studies were conducted 
consistently and with due respect for human subjects.  
Theoretical and Applied Research on Reflective Practice 
 Arguably, Schön’s theorizing of reflection-on-action and reflection-in-action has 
shaped professional thinking profoundly.  After publication of The Reflective 
Practitioner, Schön turned his attention to the development of novice practitioners in 
Educating the Reflective Practitioner, in which he proposed that professional education 
of all kinds could be organized as a reflective practicum.  His case studies included 
architecture, musical performance, psychoanalytic practice, counseling, and consulting.  
Of musical performance, Schön wrote:  
When students are initiated into the artistry of musical performance, they learn a 
particular kind of designing.  In the simplest case, they learn to adjust technical 
means to desired musical effects.  In [other cases], students are helped to 
distinguish the effect they say they produce from those they actually produce in 
performance – as though to say, ‘Learn what you already do in order to be able to 
choose what you will do.’21    
 
Schön’s musical case-studies involved individual instrumentalists reflecting on a specific 
performance with the aid of an accomplished professional. Schön documented the types 
of critiques given to the student, ranging from highly technical and idiomatic to broad 
and expressive, as well as the way each student responded to the critique. Schön 
explained that the goal of this intentional reflective interaction was to help the student 
develop the ability to reflect in a private practice space. Then, the mindfulness practice 
from the quiet reflective space was intended to come into the present of musical 
                                                                            
21 Donald A. Schön, Educating the Reflective Practitioner: Toward a New Design for 
Teaching and Learning in the Professions (San Francisco: Jossey-Bass, 1987), 67. 
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performance. Thus, “reflection-on-action” gradually became “reflection-in-action.” 
Schön did not feature conductors in his musical case studies, and some scholars have 
argued that reflection-in-action may be more challenging for conductors to develop, 
simply because they are expected to synthesize so much information at any given 
moment, reaction time is relatively brief, and there is seldom time to practice 
metacognitive awareness, as might be rehearsed in a lesson or coaching.22   
Tremmel built upon Schön’s reflective ideas, combining them with practices from 
Zen Buddhism and advocating for the use of non-western reflection and mindfulness to 
transcend the limitations of technical and analytic views prevalent in western reflective 
practice.23  In doing so, Tremmel criticized those who took theories of both Dewey and 
Schön and turned them into specific criteria for reflection, calling it an unintentional and 
circular return to technical rationality. Tremmel wrote: 
Ultimately, the mind that Schön is trying to represent is not the theoretical mind 
that has been schooled to contain its operations within the familiar patterns of 
rational thought.  It is instead the mind of the athlete, the jazz musician, or the 
poet, which is flexible and pliable.  It is a mind that can attend to what is 
happening in the moment and respond directly, not by means of ‘research based 
theory,’ but rather with its “repertoire of themes and examples,” “transforming 
moves,” or “exploratory probes.”  It is, moreover, the mind that has the capacity 
to reach into the center of confusing situations, to see itself, and to shift the base 
of its operations or pull up stakes altogether and follow the flow of the action.24   
 
Tremmel argued that simple mindfulness was exceedingly practical, to which he 
contrasted esoteric, habitual mindlessness, which relied on reified patterns and lack of 
                                                                            
22 Brian A. Silvey, "Strategies for Improving Rehearsal Technique," Update: Applications of 
Research in Music Education 32, no. 2 (2014): 11, accessed June 10, 2017, 
doi:10.1177/8755123313502348. 
23 Robert Tremmel, "Zen and the Art of Reflective Practice in Teacher Education," 436. 
24 Ibid., 437.   
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awareness.25 Tremmel acknowledges a remaining problem¾that people often struggle to 
achieve mindfulness, even when they specifically enter into a reflective space. While a 
student or practitioner may take time to “be reflective,” she or her may need guidance 
about how to pay attention¾or rather, how to pay attention differently.   
Other Theoretical Models 
Similar to other theorists, Boud, Keogh, and Walker’s model considers the 
primacy of experience and bringing experience into consciousness for purposes of 
reflection and re-evaluation, eventually leading to change in action. However, they 
emphasize the importance of attending to feelings about experience during the reflective 
process. First, they highlight attending to the positive aspects of the experience and 
appreciating how the experience was worthwhile. Enhancing positive feeling can help 
individuals persist in the process of reflection and change. Equally important, however, 
Boud, Keogh and Walker promote recognition and removal of obstructing feelings. 
While negative feelings about experience are normal, they can serve as impediments to 
reflection when they are avoided. Necessary to the process of reflection is some way to 
discharge the negative feelings so that they do not stand in the way of a creative, flexible 
reappraisal of experience and planning for new action.26   
In her book, Reflection and Learning in Professional Development, Moon 
underscores how reflection should lead toward a goal or purpose.  She views reflection as 
“a means of transcending more usual patterns of thought to enable the taking of a critical 
                                                                            
25 Ibid., 441. 
26 David Boud, Rosemary Keogh, and David Robert. Walker, Reflection: Turning Experience 
into Learning (London: Kogan Page, 1995). 
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stance or an overview.”27  She illustrates five stages of learning, arguing for the 
implementation of reflection at each stage.  In her view, there are many practical 
purposes for reflection, including changing action, understanding the learning process, 
building theory, self-development, resolution of uncertainty, empowerment, 
emancipation, and discovering the unexpected.28  Moon cites King and Kitchener,29 
arguing that in the higher stages of learning, a person not only receives and synthesize 
knowledge, but also develops his or her own knowledge through reflecting on experience.  
By engaging with uncertainty through intentionally reflecting on past or current 
experiences, one can develop solutions to problems without direct guidance from another 
person or outside source.  Therefore, utilizing metacognition in learning situations 
alongside educational guidance enhances growth in the area of professional practice, not 
through applying received knowledge, but through developing knowledge.30    
Applications and Implementations of Reflective Practice 
In the literature on reflective practice, theoretical models are accompanied by 
applied research in which the theoretical models are implemented in various ways. For 
purposes of the present study, implementations of reflection practice with novice 
educators, and more specifically with music educators and conductors are considered, 
with the intent of elucidating the range of heuristic tools, strategies, and techniques that 
                                                                            
27 Jennifer A. Moon, Reflection in Learning and Professional Development: Theory and 
Practice (Place of Publication Not Identified: Routledge, 2015), 92-3. 
28 Ibid., 157-8. 
29 Patricia M. King and Karen Strohm-Kitchener, Developing Reflective Judgment: 
Understanding and Promoting Intellectual Growth and Critical Thinking in Adolescents and 
Adults (San Francisco: Jossey-Bass Publishers, 1994). 
30 Jennifer A. Moon, Reflection in Learning and Professional Development: Theory and 
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have been used in reflective practice, as well as professional outcomes obtained when 
tools and strategies were employed. 
Morrison compared models of reflection, including Dewey and Schön, to develop 
reflective journaling methods for upper-level students in schools and departments of 
education.  Basic clusters of journaling prompts were divided into personal and 
professional development, although Morrison admitted that the two categories could not 
be fully separated. Personal development, in this instance was intended as a consideration 
of beliefs and values and how those directed the life course, as well as the course of study 
in the field of education. Professional development was intended to recognize and 
broaden understanding of important issues and debates in the education field. Morrison’s 
prompts for journaling served as the heuristic tool for reflection and synthesis of “several 
strands of development into a coherent whole.”31  
In their book of essays called Developing Reflective Practice: A Guide for 
Beginning Teachers, McGregor and Cartwright affirm the usefulness of reflective 
practice for the novice, and they provide a number of accessible and practical strategies 
for those without reflective experience.  In an introductory chapter, McGregor reviews 
theoretical models of reflection, and includes the following among key characteristics of 
reflective practice: 
1. An active focus on the aims and consequences of your teaching 
2. A cyclical approach to monitoring, evaluating and revisiting your practice 
3. Using evidence to make judgements about success and progress 
4. Retaining open-mindedness 
5. Gaining insight from research as well as from evaluating practice 
                                                                            
31 Keith Morrison, "Developing Reflective Practice in Higher Degree Students through a 
Learning Journal," Studies in Higher Education 21, no. 3 (1996), accessed June 14, 2017, 
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6. Engaging in collaborative dialogue with colleagues to improve practice 
 
Among the answers McGregor provides to the question, “What should you be reflective 
about?” are subject matter knowledge and pedagogical knowledge, but also knowledge of 
the self, including identity, values, and beliefs.32  
Within the collection of essays, Dunne furthers the theme of self-knowledge, and 
recommends that teachers reflect on as many varied teaching contexts as possible for the 
purpose of more fully understanding relational identity within the classroom. She claims 
that those static teacher identity:  
See education as ‘fixed;’ stick with one way of doing something because it works; 
do what they have always done despite evidence that what they do is not working 
in a changing context; lack self-awareness; resist any change; are unwilling to 
question their own practice.33   
 
Conversely, she describes teachers with fluid identity as those who:  
See education as dynamic and changing in response to changes in society; adapt 
what they do to meet changing needs and contexts; seek new ways of engaging 
and motivating learners; understand own responses to events and contexts; reflect 
critically in order to evaluate their practice.34   
 
Dunne’s dichotomy elucidates the value of reflection for the educator, illustrating that a 
reflective educator has a greater chance of being adaptable, effective, and aware than the 
educator who is driven by mere habit.  She includes a list of reflective questions to 
encourage the beginning teacher to critically examine his or her relationship to the 
                                                                            
32 Debra McGregor, "What Can Reflective Practice Mean for You... and Why Should You 
Engage It?" in Developing Reflective Practice: A Guide for Beginning Teachers, ed. Lesley 
Cartwright and Debra McGregor (Berkshire, England: Open University Press, 2011). 
33 Mary Dunne, "Who Do You Think You Are... and Who Do You Think You Will Be as a 
Teacher?" in Developing Reflective Practice: A Guide for Beginning Teachers, ed. Debra McGregor 
and Lesley Cartwright (Berkshire, England: Open University Press, 2011), 40. 
34 Ibid., 41. 
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professional situation.  Dunne forms these questions into several “reflective scaffolds,” 
with progressive layers of questions meant to help the teacher articulate a clearer sense of 
teacher identity.35   
Glendenning and Cartwright refer to cyclical model, similar to Kolb’s, that begins 
with attaining feedback, moves through reflection and experimentation, and results in 
changed action, which then leads to more feedback. In this essay, the authors assume that 
feedback to novice teachers comes through dialogue with more experienced mentor 
teachers, although that feedback may be presented in a formal or informal fashion. 
Dialogue with a mentor can be useful both in a process of planning for teaching and when 
the mentor observes the novice’s teaching. Glendenning and Cartwright specifically 
recommend that a novice’s teaching should be video recorded so that reflective dialogue 
could take place with mentor and novice observing the lesson together, with opportunity 
to pause, review, and reflect on various teaching segments. In this instance, dialogue with 
a more experienced mentor constitutes the heuristic tool for reflection, but the video of 
the novice teacher’s practice can help the novice recall the experience in greater detail, 
including the feelings that were present at the time.36 
Reflective Practice in Conducting and Music Education  
 Many similar strategies, techniques and tools appear in the literature on music 
educators’ and conductors’ reflective practice.  Stegman, for instance, used reflective 
dialogue in her study of six student teachers in secondary choral classrooms. During each 
                                                                            
35 Ibid., 43-4. 
36 Fay Glendenning and Lesley Cartwright, "How Can You Make the Best Use of Feedback 
on Your Teaching?" in Developing Reflective Practice: A Guide for Beginning Teachers, ed. Debra 
McGregor and Lesley Cartwright (Berkshire, England: Open University Press, 2011). 
  17 
dialogue, she asked each student teacher to describe several successes and problems 
experienced in the classroom during the previous week, based on the premise that student 
teachers were learning to teach from both types of experience. Stegman analyzed the 
content of student teachers’ reflections, uncovering the aural and visual images that 
persistently guided teaching, as well as the student teachers’ fundamental beliefs about 
teaching and learning. As a kind of check on the reflective process, Stegman attempted to 
categorize reflection into technical, clinical, personal, and critical domains. As 
anticipated, most of the novices’ reflections could be categorized as clinical or technical, 
and there was not always a clear line between those two domains. However, far more of 
the student teachers’ reflections than anticipated were categorized as personal. Stegman 
wrote in her conclusions, “It appears that in every instance choral music student teachers’ 
[personal] expectations, goals, anxieties, and needs may well be as critical to the process 
of learning to teach as their skills and understandings as musicians and teachers.”37  
Implied in this study, then, was the importance of self-understanding to a reflective 
process. 
Conkling also studied the content of preservice teachers’ reflective thinking 
during a semester-long, field-based choral methods course.38 Journaling and collaborative 
dialogue with peers were the primary heuristic tools used for reflection. Conkling found 
consistently throughout the preservice teachers’ dialogue and journal entries that 
                                                                            
37 Sandra Frey. Stegman, An Investigation of Secondary Choral Music Student Teachers' 
Perceptions of Instructional Successes and Problems as They Reflect on Their Music Teaching, PhD 
diss., University of Michigan, 1996 (Ann Arbor: ProQuest LLC), accessed June 15, 2017. 
38 “Preservice teachers” are prospective teachers engaging in professional training, often 
involving supervised classroom leadership.   
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preservice teachers analogized learning to teach music with learning to perform. The 
power of the analogue, Conkling suggested, was that it opened up two reflective spaces: 
the first addressed the question, “what shall I do as a choral music educator?” and the 
second addressed the question, “who shall I be as a choral music educator?” Similar to 
Stegman’s study, the preservice teachers’ reflective thinking about learning to teach was 
not limited to the technical or clinical; however, personal reflective thinking may have 
been predominant in this study. Comparing the results of this study to prior research, 
Conkling suggested that a focus on the personal might be anticipated in the early stages 
of music educators’ professional development.39 
 In another similar study, Butke implemented reflective dialogue with five 
experienced junior high and high school choral music teachers; however, she also used 
reflective journaling as a heuristic tool, and she requested that the teachers should choose 
a specific aspect of practice to problematize in their reflective thinking, conversation, and 
writing. Butke found that the dialogues motivated the teachers’ reflections and may have 
led to deeper reflection. An interesting facet of this dissertation study was the personality 
attribute of perfectionism demonstrated by four out of the five choral music teachers. 
Butke surmised that personality attributes may enhance or restrict the quality of 
reflection. She also recognized that reflection, whether in conversational or written form, 
was full of emotion, and painful emotions might cause teachers to resist reflecting 
deeply.40 
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Butke’s findings led her to develop an addition to Schön’s ‘reflection-on-action’ 
and ‘reflection-in-action’ that she called ‘reflection-fore-action.’ She created a circular 
reflective model in which reflective journaling and conversations (reflection-on-action) 
leads to reflective planning and preparation (reflection-fore-action), which, in turn, leads 
toward spontaneous problem solving in the situation (reflection-in-action).  The resulting 
experience can then be used for further reflection, in a manner akin to Kolb’s experiential 
learning cycle.41  
A unique self-study of reflective practice appears in the literature on choral 
conducting, where the Myers-Briggs Type Inventory was used as a heuristic tool. 
Simons, a professional conductor, described feeling “stuck” in her rehearsal process, and 
she attempted to identify the indicators of that feeling, which included 1) watching the 
clock, 2) seeing a specific problem and not fixing it 3) trying to fix a problem, then 
realizing the initial assumption was misguided, 4) avoiding eye contact, 5) experiencing 
enhanced frustration.  Simons worked alongside psychologist Pollack to determine her 
personality type and reflect on her rehearsal process through patterns associated with that 
personality type description. One of the techniques she used to stimulate growth was an 
intentional embrace of the personality traits that were opposite hers, hoping to approach 
rehearsals in a new way. In Simons’s synthesis of the study results, she highlighted the 
importance of self-awareness in the experience of rehearsal: 
Understanding oneself and differences in behavior cannot, of course, improve 
one’s musicianship or baton technique.  It is enormously helpful, however, in 
combatting the figurative self-flagellation at rehearsal’s end when a conductor 
                                                                            
Journeys, PhD diss., The Ohio State University, 2003, accessed May 28, 2017, ProQuest #3093631. 
41Marla Ann Butke, Reflection on Practice: A Study of Five Choral Educators' Reflective 
Journeys, PhD diss., The Ohio State University, 2003, accessed May 28, 2017, ProQuest #3093631. 
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may begin to wonder about his or her suitability to the task at hand.  I find it much 
more productive now to make note of bad rehearsal moments, to analyze them on 
the basis of my type’s strengths and weaknesses, and to remind myself of the 
varied attitudes people have toward taking in and giving out information.  My 
definition of a bad rehearsal has changed.42 
 
Simons found the experience of using the Myers-Briggs personality tool so useful she 
began using it with her conducting students, claiming it helped them to approach their 
rehearsals more insightfully and effectively.43  
Use of Video Recordings for Reflection 
Many music education researchers have recommended that video recordings can 
aid in a conductor’s growth.  Gonzo was one of the first to promote the usefulness of 
video to examine conducting gesture, posture, facial expression, and nonverbal 
communication.44  In a very early exemplar, Gonzo and Forsythe transcribed entire 
rehearsals based on video, then analyzed the types and timing of instruction in order to 
better understand the rehearsal process.45 Since that time,  the development of video 
recording and other accompanying technology has made it easier to record and review 
rehearsals, and analyzing video no longer requires written transcription.   
Snyder advocated for the use of video reflection in music teacher preparation, 
claiming that video reflection can help (1) reduce the amount of teacher talk in rehearsal 
                                                                            
42 Pollack, Barbara, and Harriet Simons. "The psychologist and the conductor: Solving 
rehearsal problems using awareness of personality types." The Choral Journal 36, no. 10 (1996): 9-16. 
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and increase the amount of student performance proportionately, (2) structure the lesson, 
and (3) increase attention to student performance errors. Although these are limited to 
technical aspects of reflection, Snyder nonetheless suggests that teaching actions can be 
improved through video-stimulated reflection.46 Powell built on Snyder’s research, 
conducting case studies with students in his instrumental methods course to observe how 
reflection with the use of video changed the nature of the reflective process.  He found 
that, after observing video recordings of themselves in rehearsal, preservice teachers were 
able to offer deeper and more detailed analytical insight into their rehearsal processes. 
Specifically, they were more able to reflect on their communication style and how 
students seemed to react to their teaching.47    
Others have recommended the use of video recorded rehearsals to aid and support 
the reflection of preservice music educators; however, they suggest that videos of more 
experienced professional should be used as case-studies. Barrett and Rasmussen used 
videos of experienced teachers to guide reflection for preservice music education course, 
using them to augment the more routine practice of engaging in model lessons.  The 
students in the course noted that shifting roles from participant to observer helped them 
“establish a healthy foundation for learning about teaching through observation.”48  West 
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employed videos of professional conductors, arguing that learning about rehearsal 
technique through critical analysis of cases can teach novices to think metacognitively 
about their own processes, preparing them for productive self-reflection.  He also 
encouraged use of live video streaming services so that novice conductors could observe 
professional rehearsals in real time.49  
Need for Reflection in Rehearsal Planning and Preparation 
Jordan emphasized the importance of holistic planning for choral rehearsals, 
thoughtfully preparing the technical movement of the conductor, the dynamic pacing of 
the rehearsal, and the emotional and spiritual connections between the singers in the 
room.50  The second volume of the textbook, subtitled “Inward Bound: Philosophy and 
Score Preparation,” acknowledges the complex, extra-musical aspects of the rehearsal 
and their impact, not only on the psychological and emotional state of the individuals in 
the rehearsal, but on the actual sound of the ensemble.  In his introduction, Jordan writes, 
“I believe personal preparation is both psychological and mundane.  The psychological 
has to do with the ‘human’ elements of rehearsal, and the mundane has to do with how 
we as conductors elicit musical information from a score we are going to conduct and 
teach through various approaches to score analysis.”51   
As Jordan makes clear, intentionality and awareness about human interactions 
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within the rehearsal critically influence the sounds made by the ensemble.   
Choirs want to sound good.  When people ask me what makes a good rehearsal, 
my response always includes some reference to the choir sounding better at the 
end of rehearsal than they did at the start.  But that aspect of ‘sounding good’ is 
intimately tied to the singers’ own self-image, and that self-image is entwined 
with the singers’ responses, both musical and human, within a rehearsal.52   
 
 Jordan’s focus on the importance of intertwining the technical and musical 
elements with personal, emotional, and spiritual components creates an important link to 
the core reflective literature.  He insists that conductors plan reflectively, moving beyond 
mere “technical rationality” and viewing the rehearsal within a larger, human-centered 
context. Jordan insists that conductors must know themselves and must acknowledge 
choirs as a reflective mirror that illustrate their attitudes and ideas.    
Jordan’s earlier book, The Musician’s Soul, emphasizes the role of honest 
engagement with one’s inner world as a starting point for relational leadership in choral 
music.  He maintains that if choral music is to express something uniquely human, the 
rehearsal process must be led by someone who knows and expresses herself honestly.53   
In this book, Jordan frequently draws on Palmer’s seminal writing on education in The 
Courage to Teach.  Palmer asks educators to reexamine the traditionally curated 
classroom space, as a conveyance of information from authority to pupil, rather treating it 
as guided collaboration, with the subject of learning in the center.54 Jordan applies this 
approach to the choral rehearsal, describing the environment as a circle of collective 
musical collaborators, rather than a linear hierarchy.  In reimagining the learning space as 
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more inherently relational, Jordan argues for empathetic rehearsal planning, focused on 
the people and the music, rather than the will of the conductor.   
Snow engaged the core question: “How then, does one make choices in real time, 
on the podium, that connect prior teacher preparation so that an organic, fulfilling 
rehearsal takes place?” 55 Her answer was grounded in imaginative score study and the 
use of a separate reflective space.  She wrote,  
Brainstorming is an activation of the imagination toward a future action.  A 
powerful feature of the creative act, it is characterized by pondering, reflecting, 
questioning, and connecting of prior experiences to current problems.  If one 
brainstorms ‘on one’s feet,’ it may be considered improvisation.  When one steps 
away from real time, however, and allows free-floating consideration of an 
upcoming rehearsal, one is able to connect past experience to the possibilities of a 
new rehearsal.56  
 
Snow then illustrated her process of mapping a rehearsal through graphs and pictures, 
breaking out of the more linear, bullet-pointed approach to rehearsal that is often a result 
of written rehearsal plans.57   
Like many others, Snow used the reflective planning strategies with novice 
teachers, and in her dissertation, she tracked their professional growth, ultimately 
concluding, 
When students view their internal understandings as the source of teaching 
knowledge, a paradigm shift is apparent in several respects. [...] students seem to 
reflect on past experience and make connections between these experiences and 
potential future teaching actions. As recounted in field notes, they were more 
likely to incorporate ideas observed in other rehearsals or classes and more 
willing to experiment with new ideas generated as a result of targeted reflection 
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towards the teaching moment. Self-reflection, then, was an important feature of 
the preparatory process.58 
 
Snow’s process drew extensively from Yinger who wrote about educational planning and 
what he called “the conversation of practice.”  While his writing was not explicitly about 
the choral rehearsal, his broad definition of practice can be viewed as encompassing this 
musical process.  Framing reflective practice, Yinger wrote, “Consideration is the careful 
thought and attention directed toward past and future performance conducted apart from 
the immediacy and demands of actual performance.” 59  For the conductor, each moment 
in front of the ensemble is a type of performance, and the immediate demands of 
rehearsals may make it difficult to creatively solve problems in the moment without 
adequate reflective preparation.   
Summary 
The preceding review of theoretical and applied research on reflective practice 
reveals that theory has been directed mainly toward the preparation of novice 
professionals, including musicians. Scholars concur that reflection on practice leads to 
self-awareness, enhanced problem solving, and intentional change in professional action.  
While technical and clinical aspects of practice are featured in novices’ reflective 
thinking, aspects of the self, including identity, fundamental beliefs, and personal 
orientation toward professional practice also are prominent. Applied research thus 
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underscores the importance of metacognitive awareness of self, others, and action in the 
professional context. 
Models of reflective practice are assumed to work cyclically, where novice 
practitioners gain insight through observation and conceptualization, experiment with 
new ideas in practice, and gain new experience upon which to reflect. Heuristic tools 
always are incorporated in novices’ cyclic reflection and include scaffolding or prompts 
for systematic journaling and reflective dialogue with mentors and peers. Less often 
mentioned in the literature has been observation of expert models as a tool for reflection. 
The applied research literature indicates that higher education music education 
and conducting degree programs have intentionally included reflective practice, which 
suggests, in turn, that the preparation of music educators and conductors is similar to the 
preparation of other professionals. Within this body of applied research, studies since the 
1970s have systematically examined the use of video recording technology to assist 
conductors in improving their practice. Post-rehearsal reflection through journals and 
dialogue are featured the music education and conducting research; however, there are a 
growing number of studies that argue for reflective practice to be implemented in 
planning and preparation for rehearsal. 
Having reviewed the literature on reflective practice, I now turn to a more 
narrowly focused review of literature on the Enneagram of Personality, as interpreted by 
social psychologists Don Riso and Russ Hudson. Although theirs is not the only 
interpretation, it is perhaps the most psychometrically well-developed. Riso and 
Hudson’s work led to the development and subsequent testing of the Riso-Hudson 
  27 
Enneagram Type Inventory (RHETI), the personality-based tool that is employed in the 
present study.  While the RHETI is used for many purposes in varied settings, the 
following chapter is designed to illustrate its heuristic value within the context of 
reflection.  
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CHAPTER TWO: INTRODUCTION TO THE ENNEAGRAM 
 
The popularity of the personality typology system known as the Enneagram has 
grown tremendously since the 1960s when its formal codification began. Because of its 
esoteric spiritual roots and its transmission through oral tradition, numerous 
interpretations of the Enneagram and varying opinions about its personal and professional 
use have emerged.  Naturally, these differing interpretations led to several Enneagram 
personality assessments, including the Wagner Enneagram Personality Style Scale 
(WEPSS), the Stanford Enneagram Discovery Inventory and Guide (SEDIG), the Cohen-
Palmer Assessment, and the Riso-Hudson Enneagram Type Indicator (RHETI). 
Throughout the past decade, the RHETI has become more closely aligned with 
counseling psychology because the instrument has been subject to psychometric 
evaluation, which led to my choice to use the instrument in this study. 
In this chapter, I provide an orientation to the Enneagram as interpreted by the 
creators of the RHETI, Don Riso and Russ Hudson. First, I offer some background on the 
origins and development of the RHETI tool.  Then, I offer an overview of the core of the 
Riso and Hudson’s interpretation of the Enneagram and each of the nine personality 
types. Lastly, I review major studies of the RHETI’s reliability and validity, and I show 
how those studies guided the use of the RHETI in the current study.  
 
Origins of the RHETI 2.5 
 Literally, the word “enneagram” refers to a nine-pointed symbol, which came to 
represent nine aspects of personality and their complex interrelationships. The origins of 
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the ancient system are uncertain, but Enneagram typologies were originally passed down 
through oral tradition, allowing for understanding by only small groups of students. Oscar 
Ichazo was one of the first people to teach the nine-types system within 
psychotherapeutic work, and Riso attributed the “discovery of combining the core ideas 
of the nine types with the Enneagram symbol in the correct sequence and combination” to 
him. Ichazo passed on his interpretation of the Enneagram to Claudio Naranjo, who 
continued its development in psychotherapy. Riso and Hudson credited Naranjo with 
“expanding the descriptions of the Enneagram types and finding correlations between 
them and known psychiatric categories.”60  In turn, one of Naranjo’s students was Robert 
Ochs, a Jesuit priest who wrote down the theory and applied it in Jesuit seminaries, where 
Don Riso first learned about the Enneagram and began his own research.   
Riso went on to study social psychology,61 and he drew on modern means of 
psychological classification for Enneagram theory. As Dameyer suggests, however, 
traditional models of classification “tend to diagnose solely the pathological aspects of a 
client,”62 and the traditions associated with Enneagram were to classify personalities 
according to both strengths and weaknesses. Specifically, Riso designed a classification 
system that would identify a continuum of “unhealthy,” “average,” and “healthy” 
functioning within each personality type, a way of codifying the human developmental 
journey as one from vice to virtue.  He wrote, “it soon became apparent that if the 
Enneagram were to become valuable to people, it also had to address the normal and 
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high-functioning aspects of individuals.” 63 This was the underlying rationale for referring 
to personality types by number, instead of labeling a pathology. Riso partnered with Russ 
Hudson in 1988 to continue developing and codifying the Enneagram theory, authoring 
three books that describe their conception of the Enneagram: Personality Types: Using 
the Enneagram for self-discovery,64 The Wisdom of the Enneagram: The complete guide 
to psychological and spiritual growth for the nine personality types,65 and Understanding 
the Enneagram: The practical guide to personality types.66  In 1997, Riso and Hudson 
founded the Enneagram Institute to “further research and development of the 
Enneagram.”67    
Between them, Riso and Hudson added several new conceptions to the 
Enneagram model, including parental orientation, the concept of “wings,” which created 
variations on each of the nine types, and the three “centers of attention.” In fact, Riso and 
Hudson describe the arrangement of the nine personality types according to these three 
centers, or triads. 
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The Three Triads 
Referring to a Thinking Triad (Types 5, 6, and 7), Feeling Triad (Types 2, 3, and 
4), and Instinctive Triad (Types 8, 9, and 1), Riso and Hudson write,  
The Centers relate to the idea that there are three main components to human 
intelligence.  The intelligence of the body, or the instincts... The intelligence of the 
heart is associated with emotion and feelings.  And the intelligence of the head 
encompasses the cognitive functions.68   
 
Riso and Hudson arrange the triads using a dialectical structure.  Within each Triad, one 
type overexpresses the primary characteristic, another type underexpresses the 
characteristic, and the third is most out of touch with the characteristic. For example, in 
the Thinking Triad, Type Fives overexpress thinking, substituting imagination, ideas, and 
conceptualization for action. Type Sixes are most out of touch with thinking, making it 
difficult for them to trust their ability to trust their ideas without “the reassurance of an 
authoritative framework of thought.”69 Type Sevens under-express thinking, seldom 
following through with an idea before moving to the next. In the Feeling Triad, Type 
Twos overexpress feeling, focusing on positive emotions and repressing conflicting or 
negative emotions.  Type Threes are most out of touch with feelings, suppressing them to 
become more efficient and please others.   Type Fours under-express feeling, aiming their 
attention inward and experiencing difficulty expressing emotion directly. In the 
Instinctual Triad, Type Eights overexpress instinct, strongly asserting their needs within 
their environment. Type Nines are most out of touch with instinct, disconnecting in order 
to maintain inner peace. Type Ones under-express instinct, suppressing experienced 
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reactions and portraying what they perceive to be “correct.”70 
Riso and Hudson write extensively about each of the nine types in their three 
books, characterizing them by key motivations, primary passion or ego-fixation, basic 
fears, core trait characteristics, and defense mechanisms.  They also describe each type’s 
connection to other types by using the connecting lines on the diagram (Figure 1).   These 
connecting lines refer to Riso and Hudson’s conception of personality types by their 
dynamic nature. Although an individual will prefer specific ways of perceiving and 
acting, he or she may experience periods of growth and self-actualization or deterioration 
and disintegration throughout the lifespan.71  Six of the types are connected through the 
sequence of integration 1-7-5-8-2-4-1, meaning that when persons who identify with 
Type One become more self-actualized, they begin to take on healthy characteristics of 
Seven, and so on.  The direction of disintegration is reversed, meaning that Type Ones 
can begin to show some of the unhealthy characteristics of Type Four. Types Three, Six, 
and Nine are connected by an equilateral triangle. The direction of integration for these 
types is 3-6-9-3, and the direction of disintegration is the reverse.72  Now that the triads 
and dynamic nature of personality types have been explained, the types and their 
potential integration and disintegration can be detailed. 
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Figure 1: Traditional Enneagram symbol 
 
Type One: The Reformer 
Riso and Hudson describe Type One as “principled, purposeful, self-controlled, 
and perfectionistic.”73 An individual who identifies as a Type One is motivated to be 
right, to maintain a sense of integrity, to improve self and others, and to avoid criticism.  
A Type One values honesty, responsibility, and self-control, but can become overly 
suppressed, rigid, and judgmental. 74 With a fear of being wrong or bad, Type Ones strive 
for perfection and virtuosity in their behaviors and attitudes.  The passion of a Type One 
is anger or resentment, commonly manifesting through displays of frustration or 
irritation.75 The primary defense mechanism of a Type One is reaction formation, 
referring to the way Type One individuals habitually suppress their instinctual reactions 
and instead present what they view as more conventional or appropriate. Persons who 
identify as Type One tend to overuse this mechanism, which often leads toward 
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inflexibility in decision making and strain in relationships.76 According to Riso and 
Hudson, Type One individuals can learn to accept themselves and others without the 
expectation of perfection, freeing them from their own judgment.77  As a Type One grows 
in awareness and psychological health, he or she is able to integrate some of the freedom 
of spirit and open-mindedness of the Type Seven personality.  Conversely, when faced 
with unhealthy stress, Type Ones can take on some of the depressive tendencies of Type 
Four, making them feel alone and misunderstood for holding onto their strict principles.78   
 
Type Two: The Helper 
Type Two is described as “caring, demonstrative, people-pleasing, and 
possessive.”79 Individuals who identify with Type Two tend to be motivated by desires to 
feel needed, express their feelings for others, and prove their value.80 Type Two persons 
fear being without love, so they may place themselves in situations in which they feel 
essential, and they may emphasize positive and affectionate relationships with others.81 
The passion of Type Two is pride, which in this context refers to a sense of self-
importance arising from a perception of constantly tending to others.  This focus on 
others often comes at the expense of a Type Two individual’s physical, emotional, and 
psychological health.  Healthy Type Two individuals are truly supportive and altruistic, 
while less healthy individuals become preoccupied with a self-image of generosity and 
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indispensability. 82 The primary defense mechanism of the Type Two personality is 
repression.  Those who identify as Type Two tend to stifle their negative feelings and 
emotional or physical needs in order to maintain favorable relationships.83 According to 
Riso and Hudson, those who identify as Type Two can grow by realizing “they can care 
for others effectively only when they are also caring for themselves and recognizing their 
own needs.”84As Type Two persons increase in awareness and become less attached to 
self-importance, they begin to manifest some of a Type Four’s healthy focus on self-care, 
authenticity, and independence, no longer desiring to constantly be needed. Conversely, 
when strained, the person may act out some of the controlling and belligerent tendencies 
of an unhealthy Type Eight, using behavior to manipulate and control.85   
 
Type Three:  The Achiever 
Riso and Hudson describe Type Three as “adaptable, ambitious, image-conscious 
and hostile.”86 Individuals who identify with Type Three are motivated by a desire to feel 
valuable, affirmed, and admired, so they tend to emphasize tasks and goals, seeking 
recognition for their accomplishments.87  Such individuals tend to be enthusiastic, fast-
paced, and goal-oriented, and they seek an appearance of success.88  The passion of Type 
Three is deceit, referring to “a tendency to present themselves in a way that does not 
reflect their authentic self, ” and they may lose touch with the reality behind their self-
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image.89  The primary defense mechanism of Type Three is identification, which 
describes how these individuals compare themselves to others and mold their image to fit 
external expectations.  Riso and Hudson describe growth for Type Three as a connection 
between functioning and feeling, allowing the Type Three individual to find value 
outside of activity and accomplishment.90  When self-awareness and psychological health 
improve, those who identify with Type Three begin to let go of a cultivated image, acting 
more like a Type Six in their healthy collaboration with and commitment to others.  
Conversely, when facing difficulty, Type Threes tend to become more disengaged and 
apathetic toward others, displaying some of the unhealthy traits of Type Nine.91   
 
Type Four: The Individualist 
Type Four is described as “intuitive, imaginative, self-absorbed, and 
temperamental.”92  Individuals who identify with Type Four desire to express themselves 
authentically and uniquely, find an ideal partner, and tend to their own emotional needs. 
Type Four persons experience fear of having no significant identity, and they often suffer 
from low self-esteem. The passion of Type Four individuals is envy, referring to a 
tendency to dwell on the possessions of others—physical and emotional characteristics, 
as well as relationships—which they perceive themselves to be lacking. Type Fours tend 
to be highly empathetic, but they also can be self-absorbed, aloof, and disconnected from 
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others.93  The primary defense mechanism of Type Four is introjection, or the 
incorporation of the characteristics of another person or object into the self-image.  
Introjection often manifests in the internalization of painful feelings and through self-
blame.94  Riso and Hudson write that when Type Four individuals move past their “hurts 
and losses” and allow themselves to be more present to others, they grow in awareness 
and health.  When this happens, they commonly display the objectivity and principled 
nature of a Type One.95  Conversely, when feeling secluded or self-conscious, Type Four 
individuals can become over-emotional and display clinging tendencies of an unhealthy 
Type Two.96   
 
Type Five:  The Investigator 
Riso and Hudson describe the Type Five personality as “perceptive, innovative, 
secretive, and isolated.”97  Persons who identify with Type Five often are motivated to be 
capable and competent, gain knowledge and insight, and reduce reliance on others.  
Therefore, they focus on accumulating information and avoiding demands and 
intrusions.98  These individuals tend to be intellectually oriented, often seeming to 
disconnect from relationships and emotions.99  The passion of Type Five is avarice, a 
tendency to hoard information and resources because of a fear of being useless, helpless, 
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or unprepared.100  Whereas a healthy Type Five is curious, insightful, and innovative, less 
healthy Type Five persons tend to retreat into information, analysis, and planning, to the 
detriment of other aspects of their well-being.  The Type Five primary defense 
mechanism is isolation, which describes a habitual withdrawal into the mind as a way of 
coping with external pressure.  Riso and Hudson write that Type Fives can grow by 
“developing trust of others, sharing what they are experiencing, and identifying with their 
feelings.”101 Healthy Type Five individuals tend to act more confidently and decisively, 
using the information they’ve gained to accomplish goals, much like a healthy Type 
Eight.  However, when experiencing difficulty, Type Fives tend to act out the scattered 
and eccentric tendencies of the unhealthy Type Seven, unable to focus the understanding 
they have gained.102  
 
Type Six:  The Loyalist 
Type Six individuals have been described as “engaging, responsible, anxious, and 
suspicious.” 103 They are motivated to gain the approval of others, defend their beliefs, 
and feel supported and secure, so they spend much of their time vigilantly preparing for 
problems in their circumstances and relationships. Type Six individuals tend to be 
cooperative, responsible, and structured. They feel loyalty and commitment to friends as 
well as to belief systems, and they value community.104  The passion of Type Six is 
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anxiety, which is typically displayed through one of the “fight, flight or freeze” reactions 
to stress.105  Individuals who identify as Type Six spend a substantial amount of time 
problem-solving, planning, and analyzing, though they struggle to trust their own 
thoughts, preferring to rely on external systems and authorities. The primary defense 
mechanism of Type Six is projection, referring to ways in which self-judgements are seen 
as coming from others.  The Type Six also uses the defense mechanism Riso and Hudson 
call splitting, which describes the tendency to categorize others according who will or 
will not be an ally.106 Riso and Hudson write that Type Six persons grow by learning to 
trust their inner authority and relaxing their overreliance on systems and structures 
outside themselves.107 As they begin to function more autonomously, the tendency 
toward fear and hyper-vigilance relaxes into a more easygoing and judgement-free 
approach to life, much like a healthy Type Nine.  As the Type Six personality becomes 
less healthy, hyper-vigilance and anxiety can prompt some of the unhealthy behaviors of 
Type Three, such as people-pleasing and cultivation of a successful image.108   
 
Type Seven:  The Enthusiast 
Riso and Hudson describe Type Seven as “spontaneous, versatile, distractible, and 
scattered.”109  Type Sevens fear being trapped in negative experiences or deprived of 
pleasure, so they attempt to keep open their options for future experience. Those who 
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identify with Type Seven are motivated to feel happy, take part in many worthwhile 
experiences, and avoid anxiety and pain, so they plan ahead to keep themselves from 
frustration, fear, and boredom.  They struggle to commit, however, because the 
elimination of options leads toward anxiety.110  The passion of Type Seven is gluttony, 
referring to the tendency to endlessly consume experiences and ideas, which they sense is 
necessary for maintaining a positive and pleasant state of being.111  The primary defense 
mechanism of the personality is rationalization, which refers to the tendency for Type 
Seven persons to justify pursuit of new knowledge and experience without in 
acknowledging their true motivations.112 They also commonly use idealization, which 
supports their orientation towards romanticized future options and possibilities.  Riso and 
Hudson write that by cultivating the ability to “be quiet, to be still inside themselves,” 
Type Seven individuals can begin to focus intently and make intellectual connections, 
much like healthy Type Fives.  If they become less healthy, however, they become highly 
critical like Type Ones, displaying perfectionism and rigidity.113  
 
Type Eight:  The Challenger 
Described as “self-confident, decisive, willful, and combative,” a person who 
identifies with Type Eight is motivated to be self-reliant, resist weakness, maintain 
control of situations, and challenge what they perceive to be injustices.114 A Type Eight 
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person attempts to gain respect by appearing strong and assertive and minimizing 
vulnerability and weakness.  Riso and Hudson refer to the passion of Type Eight as lust, 
or the desire to manufacture immediate and intense experiences.115  The primary defense 
mechanism of Type Eight is denial, referencing the refusal to deal with reality, especially 
if it is painful or creates a feeling of vulnerability.116 Riso and Hudson write that Type 
Eight persons can grow by “recognizing that more can be accomplished through 
cooperation and partnership than they can do by themselves or by constantly struggling to 
impose their will on others.”117 As relaxation and cooperation increase, they may begin to 
display some of the healthy empathy and relational connection found in a Type Two 
personality.  Conversely, the loss of a sense of control often prompts some of the more 
destructive characteristics of Type Five, including emotional isolation and gathering 
information and resources to accomplish whatever purpose is in mind.118  
 
Type Nine:  The Peacemaker 
Riso and Hudson describe Type Nine as “receptive, reassuring, agreeable, and 
complacent.”119 Motivated to avoid conflicts and tension with others, as well as to 
maintain peace of mind, Type Nine individuals often try to maintain stability in their 
environments and relationships. Fearing loss and separation from others, a Type Nine 
personality seeks to maintain a sense of psychological and physical comfort through 
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adopting the ideas and attitudes of others instead of developing their own. 120  The 
passion of Type Nine is sloth, which refers to an “inner disengagement,” making it very 
difficult for Type Nine individuals to know what they want or to assert themselves.121  
Persons who identify as Type Nine do not frequently express their anger directly, but 
because their lives seldom afford the peace they seek, they react to resistance from others 
with stubbornness and avoidance.122 The primary defense mechanism of the Type Nine is 
dissociation or narcotization; a tendency to numb themselves to the stresses and 
unpleasantries of life.123  Riso and Hudson recommend that Type Nine recognize that 
“the avoidance of conflicts causes others to have conflicts with them” and “self-assertion 
is not an aggressive act but a positive thing.”124  As Type Nine individuals grow in 
awareness and health, they display some of a Type Three’s drive for achievement and 
assertiveness.  However, when facing adversity, they may experience some of the fear 
and passive aggressive tendencies seen in unhealthy Type Sixes.125   
 
Wings and Subtypes 
Riso and Hudson added another layer of specificity to the nine archetypes through 
what they called “wings.” Each personality type commonly shares important 
characteristics with types adjacent along the circle.  For example, a person who identifies 
most strongly with Type Seven will commonly find some resonance with the 
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characteristics and motivations of Types Six and Eight.  Riso and Hudson conceived of 
these adjacent types as wings, with one wing that tends to be dominant, coloring the 
manifestation of the personality.126  Thus, those familiar with Riso and Hudson’s 
conception of the Enneagram will often refer to themselves by archetype and dominant 
wing. 
  Riso and Hudson also described “instinctual subtypes.”  They suggested that three 
basic instinctual drives contribute to human motivation:  survival, pleasure, and 
relationship.127 They named the subtypes (a) self-preservation, (b) sexual, or “one-to-
one,” and (c) social.128  For each person, one of the instinctual drives tends to be 
dominant. Riso and Hudson write of the importance of these subtypes, stating, “These 
instinctual drives profoundly influence our personalities, and, at the same time, our 
personalities largely determine how each person prioritizes these instinctual needs.”   For 
example, a Type Six typically seeks security, and a Type Six person with a dominant self-
preservation instinct may look for security in “money, food, property, and so forth – and 
tend to chronically worry about these things.” A Type Six with a dominant one-to-one 
instinct may seek security in his or her most intimate relationships.  A dominant social 
instinct may orient the Type Six person toward finding stability in association with 
various groups or belonging to organizations. Understanding the subtypes can both aid in 
confirming one’s type and facilitate deeper reflection by directing observation toward 
more specific areas of life.   
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Organization and Composition of the RHETI 2.5 
 The RHETI 2.5 is a 144-item, forced-choice inventory of personality patterns 
associated with nine Enneagram archetypes. The assessment is available through the 
Enneagram Institute’s webpage129 or in Riso and Hudson’s Discovering Your Personality 
Type. The 144 items are paired, which means that the individual chooses between two 
options, each of which relates to an Enneagram type. For example, one item contains the 
responses, “I have tended to be focused and intense,” and “I have tended to be 
spontaneous and fun-loving.”  The first response corresponds to type Five on the RHETI, 
while the second corresponds with type Seven.  Each of the nine types is represented 32 
times within the 144 item pairs.130 
According to Newgent’s interviews with Hudson, the RHETI items were 
developed using “self-assessment, expert judge, and observer agreement.  In addition, 
criterion-keying strategies were used to refine the items so that the items selected would 
be based on the ability to discriminate criterion groups.”131 The assessment asks the 
participant to answer each item “from the point of view of the past,” meaning it should 
reflect how the person has been for most of her life, rather than only recently.132 After the 
participant completes the RHETI 2.5 assessment, a score is calculated for each 
personality based on the number of selected answers positively corresponding to the type.  
In principle, the top score corresponds with the participant’s most accurate personality 
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description, but Riso and Hudson espouse self-confirmation through reading the brief 
type descriptions offered by the RHETI 2.5 resource, or by confirming in one of their 
three books, which contain “more information, and complete¾but 
different¾descriptions.”133 
 
Development and Testing of the RHETI  
Riso and Hudson recognized that if the Enneagram was to gain wider academic 
and practical acceptance as a standardized measure of personality, it would need to be 
empirically validated.134  They initially released the Riso-Hudson Enneagram Type 
Indicator (RHETI) in 1992 as a tool for measuring their iteration of the Enneagram types, 
and the most modern version (2.5) was developed in 2003 as a modification of several 
earlier editions and a response to validation studies.135 
Dameyer conducted a validity study of the RHETI 2.0. She considered temporal 
reliability (test-retest) and internal consistency of the measure, and concurrent validity 
with both the Wagner Enneagram Personality Style Scale (WEPSS)136 and the Adjectives 
Checklist (ACL)137 At the time of the study the WEPSS was the most empirically tested 
Enneagram type scale at the time, and the ACL was an established, normative, and 
idiographic tool unassociated with the Enneagram. A total of 135 participants qualified 
for the study because they were not familiar with the Enneagram or their own Enneagram 
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personality type.138 
Although there was a significant correlation overall between the RHETI 2.0 and 
the WEPSS, there were weak relationships between types, with type Seven displaying the 
greatest concordance rate (.65) between the measures and types Six and Nine displaying 
almost no concordance.139 Similarly, there was a lack of inter-judge agreement when 
three experts matched the ACL descriptors to a specific Enneagram type, especially for 
types Two, Four, Five, and Six.  The three judges reached consensus on only 25 of 125 
ACL/Enneagram matches, illustrating that “Riso, Wagner, and Price [the judges] 
conceptualize differing typological frameworks within Enneagram theory.”140 This 
finding raised concerns about the limitations of any standardized instrument based on the 
Enneagram, because three experts disagreed substantially about underlying theory. 
Dameyer lastly conducted a test of temporal validity for the RHETI instrument 
using a test-retest model, demonstrating a high degree of consistency (82%). Although 
she demonstrated that the RHETI 2.0 was sufficiently reliable, Dameyer could not 
demonstrate the concurrent validity she hypothesized. Nonetheless, she concluded that 
the Enneagram theory was consistent enough to warrant further research.   
Newgent and colleagues conducted a study, following up on Newgent’s 
dissertation, designed to estimate the reliability and validity of RHETI 2.5.141  Two 
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hundred eighty-seven volunteer participants were administered the RHETI 2.5 and the 
Revised NEO Personality Inventory (NEO PI-R),142 which is based on the Five-Factor 
Model of personality.  (Neuroticism, Extraversion, Openness to Experience, 
Agreeableness, and Conscientiousness).  The authors calculated internal consistency of 
RHETI scales, and Cronbach alpha coefficients ranged from .56 to .82. As recommended 
by Nunally, only coefficients greater than .70 should be considered acceptable,143 so 
reliability could not be inferred for Loyalist, Achiever, and Investigator subscales. 
Newgent et al. suggested that lack of reliability might be attributed to the ipsative nature 
of the scales, which forces low scores on one scale when scores are high on another.144 
Next, the authors used Pearson-product moment coefficient to test correlations between 
the nine RHETI types and the five NEO PI-R factors. They found that all nine RHETI 
types were correlated with at least one NEO PI-R factor, and four RHETI types 
(Individualist, Loyalist, Enthusiast, and Challenger) were correlated with three of the five 
NEO PI-R factors. 
Newgent et al. also reported on a canonical variate analysis (CVA), attempting to 
link the underlying psychological constructs of RHETI with those of NEO PI-R. All five 
canonical variates accounted for “significant relationships between the two sets of 
variables.”145 The relationships between Reformer type and Conscientiousness, Helper 
type and Conscientiousness Enthusiast type and Extraversion, Investigator type and 
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Openness to Experience, Enthusiast type  and Openness to Experience, Peacemaker type 
and Agreeableness, and Loyalist type and Agreeableness were as hypothesized. Other 
relationships were most likely attributable to the ipsative nature of the RHETI scales, 
according to the authors.  Although Newgent et al. determined that it was “premature to 
conclude that the RHETI is a sound tool for assessing personality,” additional 
investigation was warranted. They suggested that the tool was useful and informative for 
laypersons and counseling psychologists alike; however, when used in clinical practice, 
RHETI should be coupled with “another, more established measure.”146  
Acknowledging Newgent and colleagues’ findings, Giordano conducted a 
dissertation study in which 530 participants from across a range of cultures, incomes, and 
faith traditions were randomly assigned to an administration of the RHETI 2.5, or to a 
non-ipsative version of the RHETI designed by the researcher. Each of the participants 
responded to all 288 items from the RHETI on a five-point Likert-type scale ranging 
from 1 (strongly disagree) to 5 (strongly agree).147  All participants were also 
administered the NEO PI-R, the Spiritual Transcendence Scale taken from the 
Assessment of Spirituality and Religious Sentiments (ASPIRES)148 and the Faith 
Maturity Scale (FMS).149 
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Results show Cronbach’s alpha coefficients ranging from .35 to .78 on the 
standard version of RHETI 2.5 and from .73 to .85 on the non-ipsative version. Thus, 
internal consistency was stronger for the non-ipsative version of RHETI, confirming the 
one of the author’s hypotheses. Giordano then compared the structural validity of the 
traditional and non-ipsative versions of the RHETI 2.5. The expected magnitude of inter-
correlations was calculated at -.125, and the actual magnitude was -.121 for the 
traditional version, close to what was anticipated. For the non-ipsative version, however, 
the magnitude of intercorrelations was .30. This led Giordano to speculate that that the 
structural validity of the traditional RHETI indicates less diversity among the scales than 
actually exists.150 
Giordano then compared Newgent and colleagues’ findings to her own findings in 
terms of NEO PI-R factors. Similar to Newgent et al., Giordano found that all nine 
RHETI types, as measured by both ipsative and non-ipsative scales, were correlated with 
at least one of the five NEO PI-R factors; however, eight of the nine RHETI types were 
correlated with three or more NEO PI-R factors. Giordano undertook additional steps to 
create NEO PI-R personality profiles, and then, using MANOVA, classified participants 
by those personality profiles. The patterns of correlation between the non-ipsative RHETI 
scale and the NEO PI-R profiles were of greater magnitude and theoretical consistency 
than the patterns of correlation between the traditional RHETI and the NEO PI-R 
profiles; however, both traditional and non-ipsative scales “exhibited some measure of 
                                                                            
150 Mary Ann Elizabeth. Giordano, A Psychometric Evaluation of the Riso-Hudson Type 
Indicator, 112. 
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discriminant validity.”151 Due to the mixed support for discriminant validity between the 
ipsative and non-ipsative versions of the RHETI, however, Giordano recommended 
further research. Other calculations in Giordano’s study were intended to suggest 
applicability of the RHETI for spiritual purposes, and those were limited.  
In her recommendations for practice and research, Giordano acknowledged the 
complexity of the RHETI, making it difficult for individuals to interpret their own 
personality type. She recommended a simpler version of the RHETI for individual use, 
and furthermore that counselors, rather than clients learn the Enneagram system. For 
future research, Giordano recommended continual comparison of ipsative and non-
ipsative versions of the RHETI.152 
Considering the popularity of the Enneagram in counseling psychology Scott 
(2011) examined existing validation studies and concluded that, while existing 
instruments had proven reliable, the constructs underlying nine personality types had not 
been validated. Additionally, she questioned whether an individual must have familiarity 
with the Enneagram in order for typing to be effective. 
With the approval and assistance of the Enneagram Institute, Scott culled and 
modified the 288 forced-choice, paired items of the RHETI 2.5. Using recommendations 
for empirically based scale development,153 she adapted the language so that each item 
                                                                            
151 Ibid., 119. 
152 Ibid., 125-30. 
153 Joshua A. Fishman and Tomàs Galguera, Introduction to Test Construction in the Social 
and Behavioral Sciences: A Practical Guide (Lanham, MD: Rowman & Littlefield Publishers, 2003); 
Paul Kline, Personality: The Psychometric View (New York: Routledge, 1993); Marjorie A. Pett, 
Nancy R. Lackey, and John J. Sullivan, Making Sense of Factor Analysis in Health Care Research: A 
Practical Guide (London: SAGE, 2003). 
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“be a strongly worded, declarative statement, containing one idea only, and without 
jargon or ambiguous terms.”154 Items were designed to be at a fourth grade reading level, 
and easily administered through an online questionnaire. Participants responded to the 
items using a six-point Likert-type scale ranging from 1 (just like me) to 6 (not at all like 
me). A pilot study was conducted with 103 subjects, The subsequent item analysis was 
designed to narrow the questionnaire to 16 items for each of the nine subscales—item 
discrimination and interitem reliability of the subscale were considered in a process of 
item elimination or rewriting.155 
  Scott then administered a final 124-item Likert RHETI to 6401 subjects and 
checked for missing data and outliers. Finding none, she conducted an Exploratory Factor 
Analysis (EFA) on a randomly selected half of the data set, mapping the covariance of 
each item with every other item, and grouping the multiple items into a reduced number 
of factors. Her initial EFA produced eighteen factors, rather than her expected nine, so 
she eliminated items that loaded onto factors with values <.30 and attempted a thirteen-
factor solution, and further attempted nine and eight-factor solutions. Further refinement 
led to a nine-factor scale that was representative of the nine Enneagram personality types. 
Internal consistency of the subscales was unaffected by a subject’s prior knowledge of 
the Enneagram or their Enneagram type.156  
  Scott's creation of the Likert RHETI and subsequent EFA resulted in “more 
concise” descriptions of Enneagram personality types, but the author warned that the 
                                                                            
154 Sara Ann Scott, An Analysis of the Validity of the Enneagram, PhD diss., The College of 
William and Mary in Virginia, 2011, accessed May 25, 2017, ProQuest. 
155 Ibid., 42-4.   
156 Ibid., 74. 
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nine-factor solution identified “what is distinctive about each of the patterns of responses 
to a particular 124 items, and not a definitive description of any one of the types. (75; 
italics in original). Scott concluded that the Enneagram typology was sufficiently valid to 
continue popular usage; however, she recommended that further study was needed to 
refine items and construct additional items for subscales of the Likert RHETI.157  
 
Chapter Summary 
One of Riso and Hudson’s broad objectives was to bring the Enneagram into 
standard, modern psychotherapeutic use. To assist in that objective, they developed an 
instrument to measure Enneagram personality types that could be subjected to standard 
psychometric evaluation—aiming toward the predictive validity of such an instrument. 
Although predictive validity of the RHETI has yet to be established, several studies have 
shown that the instrument is relatively reliable. Newgent et al. suggested that a lack of 
internal consistency existed for Types Three, Five, and Six, and Giordano had similar 
findings with the traditional version of the RHETI. According to Newgent et al. and 
Giordano, lack of reliability may stem from the ipsative nature of the RHETI, which 
necessitates low scores on some scales based on high scores on others.  
Giordano and Scott were able to demonstrate considerably higher internal 
consistency with their Likert-scale versions of the RHETI. Establishing reliability for all 
subscales was an important step toward establishing construct validity of the instrument; 
however, Dameyer’s study illustrates that a central problem may be that even trained 
                                                                            
157 Ibid., 76-7. 
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experts disagree about interpretation of personality types and their underlying constructs. 
Although the RHETI may be consistent over time, there is not widespread agreement 
about what it is supposed to measure.    
Clearly, more research is needed to modify the RHETI and ensure its utility for 
prediction of personality type, but as many researchers suggest, the RHETI can be useful 
in combination with other instruments for psychotherapeutic work, and it can also be 
employed as a heuristic device for study and reflection.  Two cautions are in order, based 
on results of validation studies: First, RHETI Types Three, Four, Five, and Six may not 
be measured as reliably as other types; therefore, consideration of other possible types 
through reflective reading of type descriptions is warranted. Second, no single description 
of personality type is most correct or valid; consequently, reading several sources may be 
the most useful strategy for reflecting on one’s own motivations and behaviors.     
 Both the literature on reflective practice and the Enneagram informed my 
approach to the current study.  The procedures used to conduct and analyze the cases, 
outlined in the following chapter, were chosen to explore the potential value of the 
RHETI and other Enneagram resources to help conductors reflect critically on their 
practice.  The personality type descriptions in the Enneagram do not explicitly connect to 
musical practice, but when applied holistically, they could raise awareness of rehearsal 
practice and enhance the well-being of the conductor and singers. 
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CHAPTER THREE: PROCEDURES 
 
 The premise of this study is that any conductor’s work in rehearsal and 
performance extends beyond the merely technical and to the relational. Furthermore, the 
review of literature on reflective practice makes it abundantly clear that self-
understanding, including understanding of self in relationship with others, are essential 
aspects of musicians’ professional work. Thus, tools that offer insight into personality 
often have been recommended to enhance self-awareness and the well-being of self and 
others during the musical rehearsal process. While ongoing psychotherapy has been 
represented in the research literature as one such tool, other more accessible tools, such as 
the Myers-Briggs Type Indicator (MBTI) have been recommended and put to use in 
conductors’ professional reflective practice. The Enneagram system’s description of 
personality as dynamic and tied to growth and well-being influenced my decision to use it 
for the purpose of musical reflection. The goal of growth is implicit in the Enneagram 
symbol and explicit in the type descriptions, alleviating the tendency to over-identify 
with a static description of personality.   
The literature on the nature and psychometric development of the Riso-Hudson 
Type Indicator (RHETI 2.5) suggests that the tool produces reliable results, and although 
it may not be sufficiently predictive on its own for psychotherapeutic work, the tool can 
be used productively as a heuristic device. Therefore, the RHETI 2.5 was the tool 
selected for use in this study of conductors’ reflective practice.  It was used an 
introduction to the Enneagram and starting point for reflection on personality type. To 
supplement the RHETI results, the conductors who participated in this study engaged 
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with several other related resources, including Riso and Hudson’s Personality Types, 
158 Naranjo’s Character and Neurosis, 159 and Chestnut’s The Complete Enneagram. 160  
Initial conversations about personality types allowed the conductors to gain a preliminary 
understanding of the Enneagram typology, including its history and some of its core 
elements.  More importantly, the conversations reinforced the heuristic purpose of using 
the Enneagram, allowing the conductors freedom to make inferences and draw at least 
provisional conclusions about themselves. Such provisional conclusions were then 
employed to reflect on self-recorded video of a conductor’s rehearsals with a choral 
ensemble. The cases of three conductors’ reflective processes with the aid of the 
Enneagram, then, form the substance of this study. 
In this chapter, I outline the procedures for this study, including protocols used to 
recruit participants, gain their informed consent, and interact with them in the role of 
participant-observer. In addition, I describe how results of the RHETI and reflective 
conversations became data for analysis, and I describe my analytical process. Because 
this study involved human subjects, all protocols, including those for analysis, were 
subject to approval from the Boston University Institutional Review Board.  
                                                                            
158 Don Richard Riso and Russ Hudson, The Wisdom of the Enneagram: The Complete Guide 
to Psychological and Spiritual Growth for the Nine Personality Types (New York: Bantam Books, 
1999). 
159 Claudio Naranjo, Enneatypes in Psychotherapy: Selected Transcripts of the First 
International Symposium on the Personality Enneagrams, Pueblo Acantilado, Spain, December 
1993 (Prescott, AZ: Hohm Press, 1995). 
160 Beatrice Chestnut, The Complete Enneagram: 27 Paths to Greater Self-
knowledge (Berkeley, CA: She Writes Press, 2013). 
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Participants 
Choral conductors eligible for this study were aged 25-35 and actively conducting 
a performing ensemble. There were no restrictions on race, ethnicity, or gender. To 
recruit participants, I relied on the recommendations of Directors of Choral Activities 
from institutions of note, although the participants were not required to be students. There 
were no restrictions regarding the type of ensemble that the conductor could record for 
use in the video reflections.   
Jack.  Jack was a full-time professional musician working primarily in Boston 
and the New England area.  He had completed an undergraduate degree in Organ 
Performance and a master’s degree in Choral Conducting.  While most of his professional 
work was as an organist, continuo player, or accompanist, Jack found himself with 
increasing opportunities to conduct university, community, and church choirs. Although 
he did not express plans to conduct as a full-time professional occupation, he recognized 
that he was spending substantial time on the podium, sparking his desire to participate in 
this study.   
In the videos recorded for reflection, Jack conducted a church choir comprising 
eight to nine paid professional musicians, other professional and pre-professional 
volunteers, as well as amateur volunteers. The primary goal of both rehearsals was to 
completely learn two anthems for a service that would take place immediately following 
the rehearsal.   
Ann. Canadian by birth, Ann came to the United States to study choral 
conducting and music theory. At the time of this study, she was completing the final year 
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of her Master’s degree and making plans to apply and audition for doctoral 
programs. Prior to entering her Master’s degree program, she had substantial experience 
conducting community and school choruses.  
In the video recordings that she brought for reflection, Ann conducted an 
ensemble comprising voice majors from her institution who were paid for their 
performance. The ensemble met for one and a half hours, three times per week in the 
afternoons.  These ensemble characteristics allowed Ann and other graduate students 
opportunities to conduct and perform major works, but with a relatively short rehearsal 
period. In the videos, Ann rehearsed Franz Joseph Haydn’s Missa Brevis Sancti Joannis 
de Deo, accompanied by piano during the first rehearsal and strings and organ during the 
second.  
Marie. Originally from South Korea, Marie had studied in the United States for 
many years and was enrolled in the first semester of a Master’s degree in choral 
conducting at the time of this study.  Her previous musical preparation, both before and 
during undergraduate study had been as a pianist, but Marie was given an opportunity 
during her undergraduate study to lead rehearsals with one of the college choirs, as well 
as perform a few pieces in a concert.  She expressed that this was a formative experience 
for her, helping her decide to pursue further education in conducting.   
Like Ann, in the video recordings that she brought for reflection, Marie conducted 
a choir comprising paid music majors. A majority of the singers were good sight readers 
and trained vocalists.  Marie’s rehearsals ran between 25-35 minutes in length, sometimes 
a bit longer if she also conducted the warm-up. In the videos used for reflection, Marie 
  58 
conducted Norman Dello Joio’s Psalmist Meditation and Palestrina’s “Sicut Cervus.” 
Researcher Positionality 
As is customary in interpretive research traditions, I was a participant-observer in 
the case studies.  I provided the participants with access to the electronic RHETI, and 
therefore to feedback that included descriptions of Enneagram personality types, as well 
as to relevant literature. Reflective conversations were held with me, rather than with 
someone from outside the study who was neither familiar with choral conducting nor 
reflective practice. Thus, my position toward the participants could not be completely 
neutral. In an effort to maintain some critical distance, I maintained fidelity to the 
reflective protocols generated and approved for this study. Furthermore, I recorded (with 
participants’ permission) and transcribed the reflective conversations, and I held regular 
debriefing sessions with my dissertation adviser to explore the plausibility of my 
analyses.   
 
Procedures 
 
Upon obtaining approval from the IRB at Boston University to conduct the 
current research and receiving informed consent of each participant, I sent each 
conductor an electronic version of the Riso-Hudson Enneagram Type Indicator (RHETI 
2.5) via e-mail.161 Although the conductors were asked only to complete the 
questionnaire before the first meeting, they had access to electronically generated 
feedback that displayed the personality types most highly correlated to their questionnaire 
                                                                            
161 The RHETI can be accessed online at https://www.enneagraminstitute.com/rheti/. 
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responses. The feedback contained basic descriptions of each personality type, allowing 
the participant to become acquainted with Enneagram types before the first meeting, if 
they chose to do so.   
First Meeting 
 A first meeting was arranged at a location chosen by the conductor, and I began 
the meeting by informing the conductor that they were not obligated to participate, could 
skip any questions that made them feel uncomfortable for any reason, and could 
withdraw from the study at any time. The meeting was designed to be two hours in 
length, and the primary goal of the meeting was for the participant to identify with a 
personality type. To accomplish the goal, we read together through the electronic 
feedback generated from RHETI responses together.  I then provided a more detailed 
introduction to the Enneagram as a tool, describing each type, the centers of attention, 
and the levels of health, as described by Riso and Hudson. Subsequently, each participant 
engaged with a few additional supplementary texts, including Riso and Hudson’s 
Personality Types, Naranjo’s Character and Neurosis, Chestnut’s The Complete 
Enneagram.  
 After a conductor identified with one of the nine types on the Enneagram, at least 
provisionally, they reflected generally on the ways in which elements of that type showed 
up in rehearsal. The following questions constituted the reflective protocol:   
- Which basic elements of the type do you see in yourself?   
- How do you see these reflected in your rehearsal technique?   
- How do these elements create both positive and challenging moments in your 
rehearsal process?   
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At the end of the session, the participant identified elements from their type that they 
would try to notice in their musical study and wrote down these personal goals.   
Second Meeting 
A conductor was asked to bring a video recording of a rehearsal to the second 
session, which was again held in a location chosen by the conductor. The rehearsal was to 
represent a current or recent project with an ensemble they conducted on a regular basis.  
The video was to be between 30-45 minutes in length and to represent a rehearsal that the 
conductor felt was typical.   
The second meeting was designed to be 90 minutes in length and it began with a 
brief review of the basic elements of the Enneagram type with which the conductor 
identified. A majority of time was spent watching the rehearsal video that the conductor 
brought to the meeting, and the conductor’s reflection was guided by the following four-
question protocol:  
1. Which basic elements of the type do you see in yourself?  
2. How do you see these reflected in your rehearsal technique?   
3. How do these patterns create both positive and challenging moments in your 
rehearsal process? 
4. Can you imagine alternative approaches or patterns of rehearsal that may be 
more effective in certain circumstances? 
 
While viewing the video, the conductor would frequently pause to reflect specifically 
about how certain elements of his or her type were showing up within the rehearsal.  
Pauses lasted anywhere from 30 seconds to 10 minutes, depending on the depth of the 
reflective conversation point.  While the process was guided, the onus of application was 
on the participant.  After the rehearsal video finished, the conductor was asked to 
synthesize the conversation into a few goals for their upcoming rehearsals. These goals 
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centered on building self-awareness of rehearsal style and well-being of both conductor 
and ensemble members during rehearsals. 
Third Meeting 
Again, the conductor chose the location for the third meeting, and was asked to 
bring a new, 30 to 45-minute video recording of a recent rehearsal with the same 
ensemble represented in the first rehearsal video with the conductor (90 minutes) largely 
mirrored the second, following the same basic format.  The major differences included 
the verbal processing of each participant’s previous goals and any awareness or change 
that had incurred through past reflections, as well as a final conversation about the 
Enneagram reflections at the end of the session.    
Data for Analysis 
All reflective conversations were recorded on audio, with the participants’ 
permission, and subsequently transcribed. These transcriptions plus the results of each 
participant’s RHETI personality assessment became the primary data for analysis and 
creation of the case studies. Analysis of this data began with careful reading of the 
transcriptions and identification of personality-based themes that emerged during each 
reflective session. I formed these themes into a summary of each session, after which I 
looked at the three sessions concurrently, identifying any patterns of reflection.  Lastly, I 
looked for any indications of growth or change in practice across the three reflections, 
either identified by the conductors or implied through the reflective conversations.  I 
viewed these findings in conjunction with Riso and Hudson’s descriptions of growth for 
the selected Enneagram types to analyze if the literature coincided with the described 
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experience of each conductor.  The findings are presented in the following three chapters, 
followed by a cross case analysis and implications.  
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CHAPTER FOUR: JACK 
 
 The first participant, Jack, identified most closely with Enneagram Type One, 
called The Reformer.  I demonstrate in this case study how he identified basic desires to 
be right and strive toward perfection, which often kept him from accomplishing his goals 
in rehearsal.  In this chapter, I describe each of the three reflective sessions 
chronologically, starting with Jack’s initial engagement with the Enneagram types, then 
summarizing the major conversational topics during the two video reflections. I lastly 
offer additional analysis based on the Enneagram literature that Jack used for the 
reflections.    
Session 1: Typing Interview 
Jack was unfamiliar with the Enneagram of Personality, but he had engaged in 
intentional reflective practices in other forms, including personal counseling.  His 
background and practice with metacognitive processes facilitated a natural addition of the 
Enneagram typology system to the language he already used to describe himself as a 
rehearser. Jack began the first session by engaging with the structure of the Enneagram of 
Personality. He reviewed basic descriptions of each of the nine types and examined the 
connections between the types, the three centers of attention, and the implication of 
wings within the typing process.  We then examined the results from the RHETI test.  
Jack’s RHETI results recommended the following as the most probable of the types:  a) 
Type Six, b) Type One, c) Type Three. While each of these three types scored within one 
or two points of each other in the feedback, Type Six was the highest, providing a place 
to start the conversation.  
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Upon reading descriptions from a few of the sources, Jack resonated with the 
following characteristics in the type Six description:   
1. Good foresight and organizational ability 
2. Constant vigilance and anticipating problems 
3. Motivated by seeking stability and security 
4. The type six defense mechanism:  Projection 
 
These type Six characteristics formed a starting point for Jack’s reflective process and 
became integral in comparing type Six with Type One. However, while reviewing the 
descriptions of Type Six, Jack expressed that he did not resonate with the following 
characteristics: 
1. Dependence on external structures and guidelines 
2. Preoccupation with authority figures 
3. Steadfast, earnest, and affectionate 
4. Self-doubt (as distinguished from self-criticism) 
 
Jack felt that a substantial amount of the Type Six descriptions portrayed him accurately, 
but some of the major characteristics of the type did not seem to apply.  In particular, 
Jack did not view himself as displaying an overreliance on external authorities or 
structures, which is one of the major components of the Type Six personality structure.  
With that in mind, he decided to explore the Type One Enneagram description.   
 Jack resonated with almost all of the language used to describe Type One, but the 
descriptors that stood out to him over the course of the initial conversation were:   
1. A need to be right 
2. A tendency toward perfectionism and over-control 
3. A desire to be consistent about ideals 
4. A desire to justify himself and to be beyond criticism  
5. A desire to improve self and others 
6. The Type One passion: Anger (in the forms of frustration and hyper-
criticality)  
7. The Type One defense mechanism:  Reaction formation  
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Additionally, Jack identified with the dynamic components of Type One, recognizing his 
behavior and motivation during self-identified healthy, average, and unhealthy moments 
in his life.   
Before fully embracing Type One, Jack wanted to thoroughly exhaust other 
options. He did not resonate with most of the nine types, but Type Six and Type One 
clearly caught his attention. Jack thoughtfully examined the language used to describe the 
two personality types, and he attempted to apply it to himself.  As Jack sorted through 
some of the Type Six traits, he commented: 
Well it’s certainly a mix.  I mean, there were a lot of things [in the description of a 
healthy Six] like “ability to engage with others and identify with them, steadfast, 
earnest and affectionate.”  That doesn’t really sound much like me.  Ok so “trust 
is important, forming relationships, bonds, and alliances” That’s something that I 
really seek, but I don’t think I am very good at.  And so, I was able to answer 
these questions [on the RHETI] for Type Six, because they were all things that I 
recognize myself as thinking.  For example, “I have felt the importance of 
bonding with others.”  I have, but it doesn’t happen all that much, so that’s how I 
was able to answer that positively.    
 
It became clear that many of the Type Six traits that seemed most applicable were also 
(or more acutely) true of Type One.  All of the types have some similarities with other 
types; for example, Jack spoke about resonating with the Type Six desire to live within a 
clearly defined order and structure.  This general trait is also present in the Type One 
personality, though the motivation behind this desire differs between the types.  When 
reflecting on his desire for security and stability, Jack said, “I resonate with what it says 
about Sixes preferring when systems and procedures are well defined... and I should add, 
‘when I define them.’”  This was a key moment in the reflective conversation that pointed 
Jack away from the Type Six loyalty to external belief systems and authorities and 
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toward the Type One motivation to maintain internal principles and ideals.  
 There were several other instances within the typing process where Jack began by 
describing himself as a Type Six, but ended up finding himself able to connect more 
deeply with the strengths and challenges of Type One.   He initially portrayed himself as 
experiencing substantial self-doubt, but upon deeper reflection, Jack recognized that self-
doubt can create anticipatory anxiety, which he did not seem to experience.  Rather than 
doubting his own ideas and abilities, he tended to be self-critical after perceived mistakes.  
 Jack also compared the Type One primary defense mechanism, reaction 
formation, with the Type Six primary defense mechanism, projection, using the 
descriptions of each type to determine how he reacts when his ideas are questioned 
during rehearsals. After reading Claudio Naranjo’s description of projection,162 Jack 
reflected about his reactions to difficult moments in the rehearsal process:  
J:  Well, this connects back to the Type One’s perfectionism, because when I feel 
self-conscious, I think it’s because I’m not doing it right. 
R:  So it turns into self-criticality? 
J: Yeah.  One thing that is different from what this [projection] is saying is that I 
assume that snide remarks are justified and represent a lack of perfection on my 
part.  I start with that assumption, unless I can demonstrably prove them wrong... 
and then I shut it down awfully fast!  I’ve done that before.   
 
While further exploring projection and reaction formation, Jack stated: 
I guess if one of the characteristics of the Six is to deconstruct and outwardly 
display insecurity, then I would say whatever insecurities that I have are 
suppressed.  So this is back to the One... I suppress them and project certainty... I 
would suppress displaying any feelings of self-doubt in that moment, and then I 
would probably stew about it.  I’m trying to think about what else I might display. 
I guess one thing I might do is be overly nice to the person in the rehearsal. That’s 
a way that I hadn’t considered the One’s defense mechanism. 
 
                                                                            
162 Claudio Naranjo, Character and Neurosis, 57-9. 
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Reaction formation involves suppressing actions and attitudes that the person has deemed 
inappropriate or unsuitable for the occasion, instead controlling outward behavior and 
appearing proper or correct. Jack recognized that he often used this defense mechanism to 
cope with stresses and he acknowledged that it could have an impact on rehearsal 
About halfway through the initial interview as we read Beatrice Chestnut’s 
description of the Type One passion, anger,163 Jack interjected with recognition of his 
connection to the type.   
R: “Type One’s anger has two main sources. First it comes out the frustrating 
experience of trying hard to achieve perfection...” 
J: Just to stop you, that’s an absolute thing in my life.  Perfection, perfectionism...  
I didn’t realize until talking to my therapist, but that’s a huge issue for me.   
R:  Ok, and what happens when you don’t reach perfection?   
J:  What happens?  I get angry... I mean that alone is incredibly defining.   
 
 
This strong identification with anger was a key moment in Jack’s decision to identify 
with the language of Type One and to use the descriptions of this type for his rehearsal 
reflections.  After that point, Jack was able to connect deeply with other descriptors and 
to make allusions to moments in his professional career based on the descriptions of Type 
One. Rather than simply accepting the RHETI results at face value, Jack used those result 
to analyze his own experience. By moving back and forth between type descriptors and 
personal experience, thinking critically about his behaviors and motivations, the typing 
process became important to Jack’s further reflection. 
                                                                            
163 Beatrice Chestnut, The Complete Enneagram, 397. 
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Application in Reflection: Session 1 
 In addition to identifying with a personality type, the goals of the first session 
were to make connections between personality type and the human interactions of a 
choral rehearsal process, and select several areas for concerted awareness during the next 
rehearsal.  After choosing Type One as his primary point of identification and reading 
more about the type, Jack decided which Type One traits could be the most helpful to 
draw into his awareness during an upcoming rehearsal.  The traits he chose were: 
1. Perfectionism 
2. Reaction formation 
3. Over-control 
4. Self-criticism 
 
For each of these, I asked Jack to think about what the trait could add to the rehearsal 
process, what it might take away from the rehearsal process, and how he might approach 
a rehearsal situation differently.  These questions were not directly answered during our 
short time together, but they evoked some insightful conversation, for instance, on the 
subject of perfectionism: 
R:  So how might that over-focus on perfectionism, right and wrong, be a good 
thing?  How might it be detrimental to what you’re trying to accomplish?  And is 
there another way?  Does that make sense?   
J:  Yeah...  I certainly do try to instill in people “exactly” the way I think things 
should go.  And I get frustrated when that doesn’t occur. If people don’t seem to 
respond... or if they don’t think that something should go the way that I think it 
should go...  I mean that’s something that’s evident in the way that I do my job as 
an accompanist for the choir.  I’m always making irritable comments, or perceive 
myself as making irritable comments, trying to get the thing to go the way.... 
R: ...you think it should go?   
J:  ... well, the way it goes.  That’s an example over-control.   
R:  Ok, let’s stick to over-control. Talk about how that is good and how it is 
detrimental.   
J:  Ok, well it’s good in the sense that... I win the discussion.  And then assuming 
that I’m right, it’s good in that the outcome of the piece is better.  It’s bad in that 
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it’s hard on the relationships.  The perception of me is that I’m bossy...  Is that 
what you’re going for?   
R: Yeah, if that’s what you really think.   
J:  Yeah, and I struggle with that.  I sit there and try to keep my mouth shut about 
something that I don’t think is going the way I think it ought to go.  And when I 
do that, ultimately I express it, and the reaction is so much worse. It’s an angry 
reaction.  It’s an overly critical, dominant, assertive... and I recognize those things 
as bad, but I feel like I can’t put a lid on it or control it.  Now, in terms of how 
that affects conducting and leading... I feel like I have a tendency to stop too often 
and demand very exacting musical results in very short spans of time.  So, I can 
work a lot for something that I really believe in and when it doesn’t happen I get 
frustrated... So, I feel like sometimes I can get really good moments very exactly, 
and I find myself wishing that I had more time to do more like that.   
 
While reflecting about another approach that he may take in moments that tend 
toward over-control, Jack mentioned that he might ask the ensemble, “Is this right? Is this 
working? What can we do to get it to a better place?  What can I do differently?”  He 
mentioned that, although such questions would reflect a relational approach to leadership, 
they also would open him up to criticism, both from self and others.  So, in this initial 
reflection, Jack did not arrive at alternative rehearsal strategies that he found satisfactory. 
Nonetheless, he began to expand his thinking about rehearsal strategies and consider that 
he might have alternatives that beyond his typical process.   
First Rehearsal Reflection 
The next time that Jack and I met, we reviewed a video recording of one of his 
recent rehearsals. Before we watched the video together, I reminded Jack of the major 
prompts that would guide the reflective process.   
1. What are the Type Nine characteristics that you notice?  
2. How do they positively impact the rehearsal? 
3. How do they negatively impact the rehearsal? 
4. Is there another approach that you might take? 
 
Jack recognized the following recurring patterns in his rehearsal:  A tendency to self-
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criticize, frustration and perfectionism displayed in instruction, trouble managing time, 
and the way his demeanor affected the ensemble.  Within the first few minutes of the 
video review, Jack had criticized his choice of tie, the size of his gesture, and the manner 
in which he gave the pitches for the choir. While watching the video, Jack expressed an 
awareness of his tendency to live in perpetual self-judgement: 
J: I have a tendency to be self-critical. There are a number of things that I would 
change about myself. The real frustration is probably with myself...if that’s seen 
by any as an area for improvement, then I should seek to improve. 
 
Jack became frustrated with his rehearsal process because he wasn’t living up to his 
ideals. He was self-critical, yet his frustration inadvertently seeped outward.       
R: When you’re talking about yourself, you’re not coming across in quite the way 
that you describe.   
J:  Well I can see that.  
R: But you feel that inside there is more tension?  More frustration? 
J: Oh yeah.  More frustration and some irritability. I might even be resenting the 
fact that I thought I had to spend that much time on it. I probably am. I probably 
checked my watch several times.  
R:  Ok, and does that get directed toward them? Or yourself, or both? 
J: Both, I think. 
 
This was not the only time Jack spoke about being frustrated in the rehearsal.  In fact, 
Jack spoke explicitly of his frustration six different times during the first video reflection. 
Each moment of frustration was due to an instance where the reality of the rehearsal did 
not match Jack’s ideal.   
In addition, Jack observed that his perfectionism manifested in fixation on minute 
details in rehearsal. Although he was an experienced conductor, and he knew how to plan 
a rehearsal with broader goals in mind, Jack found that he often lost sight of the overall 
rehearsal goals for the sake of perfecting a very small section of music.  For instance, 
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Jack stopped to reflect at a moment when he thought he had finished rehearsing a 
particular song. Upon resuming the video, he realized that he was going to continue 
rehearsing the same section again.  He responded: 
J:  What?  I’m still on this song?  I’m sorry, I’ve spent a lot of time on this song 
and it sounds fine already.   
R:  Do you think you spent too much time on it?   
J: Yeah, I think I do that a lot.   
R:  Like, you think, “This is the first piece we’re doing and we still have an hour 
ahead...”   
J:  I’m not great about thinking time-wise.  It’s part of the perfectionism. If I hear 
an imperfection, I will keep stopping and doing it over.  I try to tell myself that if I 
say something that I don’t necessarily need to rehearse it again.  But sometimes I 
can’t help it.  Ideally I would have been done with this song 5 minutes ago.  Yeah, 
I spent thirteen minutes on it.  Let’s move on to the next one.   
 
At a different moment in the first reflective process he noted: 
J: So I start getting really specific like that... 
R: Did it work?  Did it sound good?   
J:  Yeah. I mean it didn’t sound exactly like I wanted, but it was better than the 
first time.   
[Jack and I listen further] 
J:  I feel like it may be tiresome for people when I get overly specific and start to 
say, “Well the problem with this note is....and the problem with that note is...”  
And I remember thinking to myself that I was harping too much on one area.   
R:  Like you were overly fixated on something small?   
J:  Yeah. 
 
Jack observed that, instead of aiding the effectiveness of rehearsal, this perfectionism 
tended to hinder the rehearsal and slow things down. Jack lost his connection with the 
passing of time and the capacity to manage the whole rehearsal as he had it mapped out. 
The first result, as Jack pointed out, is that the music planned for the early part of 
rehearsal receives attention, both from Jack and the ensemble, but the music planned for 
the end of rehearsal may get no attention at all. The second result, in Jack’s words, is that 
“it may get tiresome for people.” Although no one in the rehearsal had commented on 
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whether or not these moments were “tiresome,” Jack imagined that perfectionism in 
rehearsal could create this reaction in others, leading to a less productive and efficient 
rehearsal. This marked an important insight for Jack, who commonly reflected on his 
own mistakes, rather than imagining the relationship of his personality to others. 
   
Second Rehearsal Reflection 
 Jack’s second video reflection was different than the first in several ways.  First, 
Jack more frequently used the language of the Enneagram in the second reflection and 
referenced ideas from the previous conversation. Second, Jack entered the rehearsal 
having contemplated some of the ideas from the first conversation, and he was more 
aware of some of the tendencies he had recognized in the first session. For example, Jack 
created a clear guideline for himself about how the rehearsal time should to be divided 
between the two main pieces that the choir would perform in the service. He intentionally 
dedicated more rehearsal time to the first piece. Although not all time-management issues 
were solved, Jack’s planning made the overall rehearsal less frustrating.  
 The beginning of the second video reflection session with Jack revealed the way 
in which this reflective methodology was changing his thinking.   
R:  Think about yesterday and generally reflect.  Were you cognizant of 
frustration, aware of people in the room, or did it just sort of fly by?   
J:  I read through some of this [Enneagram literature] before I started, but then the 
video recorder didn’t work and that was frustrating.   
R:  So the machine actually caused the frustration... 
J:  Yeah – but I thought it was a good day.  It was a good rehearsal.  I was not 
cognizant at any time of being frustrated with anyone or at the planning process. 
We did a difficult piece yesterday and it had a lot of melismatic bits, and it I knew 
we’d spend a lot of time on it.  So I was resigned at the beginning to not have a 
chance to rehearse the other— “Almighty and Everlasting God”—or the service 
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music.  In that sense it was interesting with “Almighty and Everlasting God” 
because we just ran through it and there were a number of things to fix, but we 
didn’t have time to rehearse, so I just said them quickly and we did it again and 
they were done.  They were pretty much fixed in the service.  I had planned the 
rehearsal to basically do that, and I was able to stick to it and there were good 
results.  I mean, you can only do that with certain kinds of pieces, but that was a 
positive thing.  And for the other piece, I had spent a lot of time in detail at the 
beginning —that was one of my goals, not to get bogged down—but it was 
necessary to unify the sound and the rhythm and all that.  That was work well 
spent and it paid off for later because I didn’t have to do much more.  It was a 
good day—I didn’t conduct much, I mostly played continuo, but it was honestly a 
day [similar to] the other day we watched.  It was a pleasant experience.  I was 
cognizant of making contact with people, but I don’t recall what happened, or if I 
ever did the thing where I just stared at the sky 
 
This introduction to the video reflection revealed that Jack recognized challenging 
elements before the rehearsal, he was more careful to notice his behaviors and 
motivations during the rehearsal, and he was able to synthesize in a more organized 
manner after the rehearsal.  This short example of conversation serves as evidence that 
the language and structure of the Enneagram helped Jack to look honestly and 
insightfully at his rehearsal process.  
Because this rehearsal was generally successful, Jack concentrated on how he 
might expand his rehearsal technique in new directions.  In other words, because some of 
the major challenges of Type One, such as negative criticism and perfectionism, were 
less obvious in this rehearsal, Jack was able to attend to how he might approach rehearsal 
in new ways that felt authentic, not contrived.  For example, Jack noticed that he seldom 
made direct eye contact with the singers, which caused him to seem disconnected from 
the ensemble. He recognized this as an area for improvement and he began to think about 
the implications of making eye contact during the conversation, recognizing its impact on 
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the way specific members of the ensemble experienced the rehearsal. 
R: The fact that you aren’t making frequent contact with everyone is not causing 
problems, though I do think it would expand the rehearsal to more people.   
J:  Well especially for the folks who do this for fun and not for work.  For Kate and 
John—they really want that.  The last time we talked about it I really didn’t look at 
anyone at all.   
 
Through the process of reflection, Jack was beginning to gain awareness of others’ 
motivations and desires and contemplating ways in which he could include those people 
in the rehearsal process.  Jack made one of his goals for a future rehearsal “to make an 
effort to connect with the singers.” In addition to eye contact, he mentioned the value of 
noticing other perspectives in the room and giving them voice during the rehearsal.  Jack 
recognized that this was one way to loosen his psychological grip on perfect ideals and to 
value both the people and the process.   
 Jack also noticed the opportunity to offer more positive feedback to himself and 
others.  While watching the rehearsal, we stopped to talk about this idea. 
R:  That was a thumbs up?  That’s something I’ve been reading about – positive 
affirmation.  I’ve noticed that this about the rehearsal – if they do something right 
you say good or give a thumbs up, but it’s just a practical matter.   
J: That’s something I’ve worked on, because I don’t really congratulate myself 
when I do something right.   
R: It’s just expected that you do it right? 
J: Yeah I’m looking for the wrong things.  So it’s natural that I do that practically.  
I do take it to another level if something surprised me...if it goes beyond what is 
expected.  Doing it right is just expected.   
  
Jack observed that while he was not outwardly frustrated or overly-critical in this 
rehearsal, he very rarely gave positive feedback. Making a conscious effort to verbally 
reward the growth in the rehearsal, as opposed to his perception of perfection, was an 
area that Jack saw for growth in his process. He later came back to this point when setting 
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goals.   
Ok – more positive affirmation, allowing people to feel good about what they’re 
accomplishing.  That’s a big one, because I don’t do that for myself.  I should do 
that for myself too.  
 
 Toward the end of the reflection, Jack mentioned that he viewed himself as more 
of a technician than a conductor.  He felt very comfortable with fixing mistakes, coaching 
sections for technical mastery, and “perfecting” rhythms and pitches, but almost 
completely avoided any extra-musical or emotional elements in his rehearsing.  Several 
of his comments illustrate this idea.   
Someone told me once that it’s 95% details and if you get that you only need a 
little bit of heart. So I’ve always believed that.  So that’s the approach I take with 
all this rehearsal.  The trouble is that I seldom get to the 5% and I have trouble 
asking for it.  And that’s one reason that I stray away from conducting except for 
in practical situations like this.  I know that I’m competent in performance, and I 
know that I’m competent to do this stuff, but in performance, in terms of making 
something happen, I don’t think of myself as being good at that, so I stray away 
from conducting.   
 
In fact, Jack did tell the chorus to sing with “much more emotion” one time during a few 
measures in the rehearsal.  This was an intriguing moment in our conversation, first 
because of the rarity of this kind of request in Jack’s previous rehearsals, and second, 
because the choir responded enthusiastically.  
 R:  Do you notice anything you’d do differently?  
J:  You said earlier that I asked for more emotion rather unemotionally and it 
worked, but of course I’m not particularly responsive to that kind of request.  
Whenever I ask for that sort of thing, which I rarely do, I fear that things may get 
wildly out of the box.  Or they might interpret that as “put your blinders on and 
sing,” but it was interesting to see that that didn’t happen, and it kind of worked.  I 
stay away from that because I’m uncomfortable with emotion but all I had to do 
was say something and it worked.  I’m all for using things that work, you know.   
R:  Well it definitely sounded better when you said that, and I think musicians 
respond to things like that.   
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While Jack remained hesitant about speaking more freely about the emotional 
components of the music, he acknowledged that his instruction was met with productive 
musical results.  More importantly, his fear that “things may get wildly out of the box” 
was dismantled by his own reflective experience. This represented a sense of possibility 
for Jack as he thought about future rehearsals and how he might expand the rehearsal in 
this direction. The language of the Enneagram was helping him gain the awareness he 
needed to take that step.   
 Jack set three goals at the end of the final reflection, summing up the themes from 
the conversation. 
1. Make and maintain more eye contact with the ensemble to gain awareness of 
other people in the room.  
2. Learn to provide positive affirmation to self and others in response to growth, 
not just in response to perceived perfection.    
3. Move beyond the technical elements of rehearsing and toward the emotional 
and expressive aspects of the music 
 
 
The three reflective sessions were naturally too short to track any long-term growth in 
Jack’s rehearsal leadership, but listing these particular goals represented a shift in 
perspective for Jack.  To accomplish these goals will require Jack to be present with the 
other human beings in the room, rather than stuck in his inner idealism.  Jack was able to 
develop awareness within the reflective space, and both of us left the final session 
hopeful that his new awareness might carry over into his rehearsal practice.    
 
Discussion 
Jack’s reflective approach exemplifies some of his major challenges as a Type 
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One. Although he engaged in reflections eagerly with strong intentions to improve 
himself, Jack’s reflective style tended toward negative criticism.  He recognized when 
perfectionism got in the way of effective rehearsing, and he was quick to point out when 
he was stuck in a particular spot in the music and how his fixation on making the musical 
details right could be getting in the way of the larger rehearsal process.  Type Ones, 
according to Riso and Hudson, tend to follow an internal dogma and generally think in 
terms of right and wrong.164 This applies to issues of morality, but more apropos to the 
study, the inflexibility commonly pertains to personal methodologies and practical 
matters, like rehearsing with an ensemble.  In our initial conversation, it was clear that 
Jack already recognized rigidity in the administrative side of his conducting duties, but as 
he watched the videos, he noticed its effect on his rehearsing as well.  Maitri compares 
the inflexible sense of right and wrong to Freud’s concept of superego:   
An overseer of the ego, the superego’s job is to inspect and appraise the self, 
making sure that it strives toward and conforms to the values, principles, and 
qualities that we consider to be ideal.  So it is the repository and enforcer of our 
personal values and standards.  Its dicta are rooted in our internal picture of 
perfection, and reality, whether internal or external, is measured against this 
mental image.  Its judgments, then, are based on a comparison of reality with an 
inner representation of how things could and should optimally be.  Implicit is the 
conviction that things should match this internal representation, and if things do 
not, they are wrong and unacceptable.165 
 
This description suggests that Jack’s rigidity, perfectionism, and self-criticism were all 
closely connected. 
Finding a balance between casting a musical vision and having patience with 
                                                                            
164 Don Riso and Russ Hudson, Understanding the Enneagram, 128-30. 
165 Sandra Maitri, The Spiritual Dimension of the Enneagram: Nine Faces of the Soul (New 
York: Jeremy P. Tarcher, 2001), 75. 
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imperfections inevitable in a choral rehearsal was challenging for Jack.  Because he was 
working with professional and semi-professional musicians in these rehearsals, his 
outward display of anger was minimal, but Jack acknowledged that he had more 
difficulty controlling frustration and anger when he was working with amateur musicians. 
Anger as a response to imperfection matches many other descriptions from the 
Enneagram literature that outline the perfectionistic tendencies of Type One. Naranjo 
describes the Type One trait structure, stating,  
Just as criticality, demandingness, and dominance are hard to separate, over-
control, self-criticism, and discipline – three attitudes toward oneself that 
constitute, we may say, the underside of perfectionism – are closely related as 
facets of a single underlying disposition.  Perfectionism may be singled out, along 
with anger, as a pervasive dynamic factor in the character and as its root strategy.    
 
Jack began to realize that his desires for the music to be technically perfect caused him to 
“look for the wrong things” rather than offering positive feedback, or even positive 
affirmations to himself. 
Nonetheless, Jack began to notice that the positive elements of his rehearsal style 
represented the other side of his limitations. These positive characteristics, including 
precise instruction, ability to hear and correct mistakes, and strong capacity to convey his 
vision for the music, also fit with the Enneagram Type One descriptions.  While these 
traits may appear to be independent on the surface, many Enneagram resources describe 
how an individual’s strengths and challenges are closely connected to one another. When 
channeled and utilized with awareness, Type One traits can contribute to an effective 
rehearsal and a healthy choral ensemble, but without intentionality, they often devolve 
into challenges. Through focusing on how the positive and negative characteristics of his 
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leadership style connected to one another, Jack was able to reflect with complexity 
instead of placing his actions and motivations into unidimensional “good” and “bad” 
categories.  
 
Growth for Type One 
 Riso and Hudson teach that relaxation, openness, and positivity come naturally as 
Type One individuals become aware of their perfectionism and gain a better appreciation 
of reality.166  On the Enneagram symbol, Type One is connected through the arrows to 
Type Seven, and as Type One individuals become more aware, they portray the positivity 
and spontaneity of Type Seven.  Riso and Hudson write:  
As Ones become more aware of the stringent rules of their superegos and learn to 
distinguish themselves from these inner voices, they begin to naturally unfold the 
qualities of the healthy Seven – joy, enthusiasm, curiosity, and open-mindedness.  
 
Although Jack did not achieve remarkable growth during our brief reflection period, and 
he remained somewhat attached to his habitual approach to rehearsing, he did become 
more consciously aware of his critical nature, and he acknowledged that his rehearsal 
habits were not always effective.  For example, he recognized that a freer expression of 
emotion would represent a healthy embodiment of his personality. Still, fear of losing 
control in the rehearsal kept Jack bound to his habits. Type One individuals tend to 
believe that if they relax too much, their situation may become chaotic.167  This could 
                                                                            
166 Don Riso and Russ Hudson, The Wisdom of the Enneagram, 46-7.    
167 Don Richard. Riso and Russ Hudson, The Wisdom of the Enneagram: The Complete 
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trigger a Type One individual’s anger, and it would unmask the illusion that everything is 
headed toward perfection.  
For Jack, the final reflective session was a step toward acknowledging that this 
kind of chaos rarely happens in practice. This acceptance again reflects the Type One 
integration into characteristics of the healthy Type Seven.  For Jack, an increase in 
relaxation, spontaneity, and positivity in the rehearsal process was an expansion of the 
narrow perspective through which he had been looking.   
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CHAPTER FIVE:  ANN 
 
The second participant, Ann, identified most closely with Enneagram Type Six, 
called The Loyalist, meaning her basic desires to maintain security and support often 
caused her to feel anxiety about the rehearsal experience. Ann felt that often she lacked 
self-assurance, so she looked for support and guidance from external sources.  She valued 
being aware of how others perceived her, but she noticed that she could often become 
hyper-vigilant, creating hypothetical problems where there were none. Ann engaged 
deeply with this reflective process and actively applied her learning directly to her current 
rehearsal situation, discovering that she could grow as she learned to trust her own 
thoughts and preparation.  
 
Session 1:  Typing Interview 
Similar to Jack, Ann entered the typing process without any previous knowledge 
of the Enneagram of Personality, but she also had little acquaintance with personality 
theories at all. Nevertheless, her frequent use of videos for musical reflection afforded 
Ann awareness of her typical rehearsal behaviors.  Ann took a narrative approach to the 
typing session, connecting stories of her life and her development as a musician to 
elements of personality.  This was extremely helpful because her self-description 
illustrated her typical patterns of thought.   
 Ann began the first session by reviewing her RHETI results.  She had received the 
feedback several days before the session and read the initial descriptions of her most 
probable types: a) Type Three, b) Type Two, c) Types Nine and Six (Tied).   She verbally 
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reviewed and responded to each description in the RHETI feedback, describing her 
overall connection to the short type descriptions. Ann felt some commonalities with each 
of the Type descriptions, but she did not fully resonate with any of the short paragraphs. 
The type descriptions in the RHETI feedback are brief, so Ann did not rule out any of the 
types. I noticed that she responded to Types Three and Six with the most openness.   
I offered a basic description of each of the nine types and we examined the 
connections between the types, the three triads, and spoke about the implication of wings 
within the typing process. We then discussed several types at length. Even though Ann’s 
top result on the RHETI suggested Type Three, I was aware that the RHETI may not 
measure Type Three reliably. Ann seemed doubtful about some of the Type Three traits; 
therefore, we proceeded by engaging in a short list of questions to further explore if Type 
Three was actually the best starting point for in-depth study of a specific type.  While this 
was not planned, it turned out to be a valuable guide to the typing process.  These 
spontaneous questions were: 
R:  What traits have you valued in other conductors?    
A:  I like it when they have a no-nonsense attitude, but also down-to-earth.  I 
don’t like it when they act “holier than thou.”  That bothers me a lot. I like to 
think of it more as a collaboration.   
R:  Like they’re on the same level? 
A:  Yeah. I like organization. I like when they can hear mistakes. That doesn’t 
always happen.   
R:  That’s great. And what does it mean for you to be a successful conductor? 
Some of the same things, probably?   
A:  Yeah, and having a strong and confident idea of what you want from the 
music and the ensemble.  Not just noodling around, though occasionally trial and 
error is effective.  Positive attitude and environment.  You don’t always have to 
say they’re doing great, but don’t always say bad things. Smile. I try to smile.   
R:  When you think about the long-term career, what do you think it means for 
you to be a successful conductor?   
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A:  To work with an ensemble over a long period of time and see improvement in 
their musicianship. To program music that is meaningful and hopefully attract 
audiences to listen to that meaningful music.   
R:  How do you respond to failures in rehearsal and/or performance?   
A:  Um, I don’t stress about them too much. I tend to stress more in the unknown 
of going into something that might fail, but if something goes wrong, I will laugh 
it off and say “Well that wasn’t very good, but let’s figure it out and fix it.” I try 
not to stress about it too much.  
R:  Ok, but you don’t fear that your image will fall apart if you make a mistake, 
or if people might see you as a faker? 
A:  No. If I got into a pattern of making more mistakes than usual, I would start to 
worry about myself. I’m confident enough in myself that if I make a mistake I can 
own it and recognize that we’re all human.   
R:  Do you feel like you’re particularly good at faking it if you aren’t comfortable 
with something? 
A:  I’m pretty good at faking it. 
R: Are you comfortable faking it? 
A:  I’m comfortable in the sense that I know that I can in certain situations, but I 
don’t like doing that. I’m comfortable with my ability to do so, but I’m not 
comfortable in the situation because I feel like a fraud. 
R:  Does that happen often? 
A:  No, I try to be prepared.  
R:  Ok. Do you think that you overly focus on goals and efficiency? Does it ever 
cause problems for you to be over-focusing on goals? 
A:  In the rehearsal context? 
R:  Yes, or in life. 
A:  I don’t know. I like to have goals, but I’m not generally someone who plans 
out everything in rehearsal. I prefer to have larger, broader goals because I prefer 
to react.  I’m trying to think about in life in general... 
R:  Do you feel like you’re an excessively goal-oriented person? 
A:  No. I would call them more aspirations than goals.   
R:  Some of the language that you’ve used to answer the questions is really great 
to have for this process. It’s good to have a starting point for how you describe 
yourself and to see how or if that changes through the use of this tool. The 
language that you’re using, your demeanor, and the way you describe yourself 
don’t sound like Type Three to me.  So let’s start with Type Six, if that’s ok.  
A:  Ok, I resonate with certain parts of Type Three, but I struggled largely with 
the tendencies. 
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 Riso and Hudson list some of the core Type Three descriptors as “success-
oriented, pragmatic, adaptable, driven, and image conscious.”168  These traits often 
manifest themselves in a preoccupation with self-presentation and image manipulation 
and a tendency toward deceit and vanity. 169  Many of Ann’s answers contradicted these 
descriptions, and specifically her answers to the questions about success and failure 
reflected very little concern with self-image. Instead her attention was more oriented 
toward the choir and to vigilance about those things that might go wrong in rehearsal. 
This orientation lines up more closely with the descriptions of Type Six, giving 
justification to start from that point.   
Arriving at Type Six 
After reviewing Type Six descriptions from several of the resources, Ann decided 
that these offered the most insight about her personality patterns.  She pointed out 
manifestations of the characteristics within her relationships, acknowledging that they 
likely showed up in her rehearsals as well. Ann resonated with almost all of the Type Six 
characteristics in some way, but the following descriptors stood out in the discussion: 
1. A tendency toward worry and self-doubt  
2. Anxiety regarding authority figures  
3. Orientation toward community building, trust, and commitment 
4. The defense mechanism of projection 
5. A tendency toward strictly following external rules and systems 
   
Ann’s strong resonance with these key characteristics confirmed that Type Six would be 
the best Type to use for analysis of her rehearsal videos.  While the initial RHETI results 
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did not align with Ann’s decision, her previous use of videos for reflection and her strong 
narrative style helped her to find the best type descriptor fairly quickly.  
Application in Reflection: Session 1 
 After deciding on a type, Ann proceeded to make connections between the 
descriptions and the rehearsal process, and to set several goals for concerted awareness 
during the next rehearsal.  After choosing Type Six and reading enough to understand the 
basics of the personality, Ann narrowed her focus, deciding which Type Six traits could 
be the most helpful to notice during her upcoming rehearsal.    
She chose: 
1. Preoccupation with authority figures  
2. Self-doubt, resulting in a lack of firmness in instruction 
3. Avoidance of problems, caused by uncertainty and ambivalence   
4. The Type Six defense mechanism:  Projection 
 
Ann discussed the challenges caused by these traits and began to imagine ways to 
make decisions outside of these patterns. One story Ann told reveals some of her thought 
processes toward an authority figure in her rehearsal situation.  
A:  Ok, tying that into the conversation about authority figures being present.  
That is one of the things that would make me uncomfortable.  When I have to 
make a decision about something, or a question that somebody asks, and it’s 
something that could go either way.  I might have a way that I want it to be, but I 
think, “What if I’m wrong?”  And Dr. Johnson is definitely going to argue with 
you if he thinks you’re wrong, so that moment of decision is hard.  That got 
progressively less stressful as more often I was right than wrong, so I finally feel 
that most of the time I can say with confidence what I think.  
I think that reached its peak a couple weeks ago when I was conducting and the 
group sang fortissimo.  This group sings so loud, so you have to be careful with 
that, but the editor’s mark is fortissimo (It’s the editor, so you can take or leave it) 
and if there is ever a moment in the piece to sing fortissimo, this is it!  They did a 
fortissimo and it was glorious and I just loved it, but then Dr. Johnson stopped me 
and was like, “well.... performance practice...style.... classical...” and I said, “But I 
liked the fortissimo,” and I just told him no.  I liked it, so we’re going to do it that 
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way.  And even if that type of thinking had appeared in my mind before, I would 
have never expressed it in that way.  But that happened and I felt really good.  
And I said it, and it was cool, and it worked!  But I don’t usually do that. Well, 
and then in my lesson a few days later he apologized for butting in. I told him not 
to apologize. “You have your opinion and I have mine, but I won.” *Laughs* I 
just decided that it’s my recital, after all.   
R:  And that is possibly a good thing for him to see because it shows your 
confidence in your own ideas.   
A:  Sure, which is what I realized after.  When it happened it felt good because I 
was getting what I wanted, but then for a moment I was like, “Oh no, was that 
rude?”  Is he going to be frustrated about that?  I would say that he may have been 
embarrassed or slightly taken aback, but having reflected upon it, realized that it 
was fine.  So we both had a doubting/happy moment, but in the end it was 
positive.   
 
This anecdote reveals Ann’s narrative style, as well as the importance she places on the 
opinions of her authority figures. While, in this story, Ann was able to find courage to 
make a decision independently of her teacher, she also demonstrated the extent to which 
the presence of authority amplified her anxiety. Ann acknowledged that the struggle to 
trust her own ideas was an ongoing issue.  She decided to make it a goal to cultivate more 
awareness of her interactions and feelings toward her present authority figure during the 
upcoming video reflections.   
Further reflecting on her rehearsal style, Ann mentioned that she is particularly 
skilled at addressing issues in a positive manner.  She stated,  
I think one of the strengths that I’ve noticed while watching myself... is being 
positive and encouraging.  As I mentioned earlier, that’s a quality that I really 
value.  Smiling at the ensemble and reacting positively to when they do good 
things.  Encouraging them and addressing issues in positive ways.  Instead of 
saying ‘Don’t do that, or that was too....,’ I say, ‘Well in this phrase let’s do this.’  
 
Through positive and encouraging language, Ann hoped to build and enhance a sense of 
collegiality in choral rehearsals.  She recognized, however, that the down-side of this 
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tendency was a lack of firmness when the musical situation required more directness.  
She decided that this would be an important element to observe in her upcoming 
rehearsals.   
Ann also recognized that her tendency to avoid problems stemmed from a sense 
of self-doubt and anticipatory anxiety.  While reflecting on this theme, she mentioned a 
specific issue in the music that she had been avoiding.  She had been anxious about 
potentially making a poor choice in her interpretation, and as a result, had procrastinated 
the decision altogether. She recognized this as an example of a larger pattern and was 
eager to see how it might appear in her video reflections.   
Ann was not able to think of specific rehearsal moments that reflected the Type 
Six defense mechanism, projection, but she connected with the description in other areas 
of her life.  Projection involves taking negative or anxiety-causing feelings from within 
the self and unconsciously attributing them to other people.170 Ann was interested to 
observe how she may be using projection during her rehearsals during the upcoming 
video reflections.   
 As our first session ended, Ann and I spoke again about some of the positive 
aspects of the Type Six personality, such as a concern with authenticity, a focus on 
community, and an emphasis on equality. Ann left the first meeting with excitement 
about the new information she had learned.  Her strong resonance with the Type Six 
description allowed her to set concrete goals and to notice her motivations and behaviors 
                                                                            
170 Claudio Naranjo, Character and Neurosis: An Integrative View (Nevada City, CA: 
Gateways/IDHHB, 1994), 238-9. 
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through a new lens.   
First Rehearsal Reflection 
 Ann arrived at the first video reflection having done substantial reading and 
research on Type Six.  While this was not an expectation of the study, her additional 
knowledge aided the reflections, giving her deep insights and an ability to make 
connections between Enneagram theory and her rehearsal style. We also conducted the 
first video reflection on the same day as the rehearsal occurred, so the events of the 
rehearsals were fresh in Ann’s mind. Because of her previous experience using videos for 
reflection and musical improvement, the entire reflection process seemed comfortable.   
 One of the core characteristics that Ann drew from her reading was the Type Six 
tendency toward a theoretical orientation.  The following conversation illustrates how she 
understood this trait in a practical manner, while simultaneously introducing some of the 
other core themes that we discussed in the reflective session. 
 R:  Let’s look at this section about the “theoretical orientation.”   
 A:  Oh yes.  I read about this last night! 
 R:  Do you feel like some of it applies? 
A:  Yes.  Having to have a base structure to which you can compare other things 
in order to make decisions.   
R:  Yes.  So Sixes are commonly doing mental research to support what they are 
uncertain about, which is a lot... So when we read about theoretical orientation, 
we see that [Sixes] start to problem seek, not just problem solve, meaning they 
create their own problems...  
A:  Yes, totally.  I don’t know if this is the same, but sometimes I’ll be having 
conversations with teachers about marking a score, or the process of studying a 
score, and it seems so logical, theoretically.  Not easy—but it seems to make 
sense.  Then I get to a score and it starts to be like, “Oh, what is this?”  Then I 
start to encounter problems and have a hard time making decisions.  Eventually, I 
often just say, “Well, I’ve spent this much time thinking about it, so that will work 
for now.” So at least I’ve thought about it, whether or not that results in anything 
definite.   
  89 
R:  Yes. And much of the literature talks about how developing inner-certainty is 
so healthy for Type Six. Life is uncertain and the Type Six person has to live with 
that... It is very healthy for the Six to learn to make those decisions for themselves 
with confidence.  So it goes from the theoretical to the active.   
 
This conversation highlights a few major challenges for Ann, based on her reading about 
Type Six. As she mentioned, it had been easy for her to have confidence during abstract, 
theoretical conversations, but was much more difficult to apply those conversations to 
concrete practice.  When she experienced this self-doubt, she would often avoid 
interpretive decisions that are an important aspect of conducting and rehearsing.   
Ann also reviewed other core topics from the previous conversation. She did not 
feel that the presence of the authority figure was quite as influential in this rehearsal, 
since her teacher was filling in as an accompanist.  She explained,  
He’ll usually sit up with the choir and I can catch his eye, and he’s always looking 
at me, so I’ll often see him.  This time I had to purposely turn to him if I needed 
him, but he was just a pianist as opposed to the teacher.   
 
Lastly, because her intention was to run through the entire Mass during the rehearsal, she 
did not stop and start the music as frequently as she would in a typical rehearsal.  This 
prevented her from noticing some of the other issues we had discussed in the typing 
session. 
 Upon beginning the video, I reminded Ann of the major prompts for the reflective 
process. 
1. What are the Type Six characteristics that you notice?  
2. How do they positively impact the rehearsal? 
3. How do they negatively impact the rehearsal? 
4. Is there another approach that you might take? 
 
The themes from Ann’s first video reflection were her patterns of passiveness in 
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instruction, hyper-vigilance and looking for problems, and avoidance of difficult 
decisions.   
 Confirming her general observation from the typing session, Ann noted that her 
instructions sometimes lacked confidence. For instance, as she began the warm-up, she 
asked the ensemble, “Can we stand?”  Ann noted that this question exemplified her 
tendency to use indirect language, often conveying a lack of inner authority.  She 
reflected that this demeanor was helpful in its ability to create a community of collective 
contribution and an attitude of equality, but she also acknowledged that there were 
moments when more firmness and confidence would be effective.  
 She saw the impact of her hesitancy in her physical gesture while conducting the 
transition from the “Kyrie” to the “Gloria” of the Mass.  
A:  Yeah, my face is not doing what I want it to do!  Mostly because they are 
rushing like crazy and I’m trying really hard to slow them down, but it isn’t 
working. 
 R:  What happens in your mind at that point?   
A:  What happens is that by the second measure... well we started and the 
transition went really well, so I was happy, but then by the second measure they 
were going really fast and I was thinking, “Oh no!  Is it because my prep was too 
fast?  It might be!”  My first instinct was that it could very well have been my 
fault, but now I have to fix it.  So I thought, “If I slow down my gesture, hopefully 
they will follow.”  I didn’t know how much to commit to it without it working 
and falling apart, so eventually I just gave in and let it go.   
R:  Yeah, I saw all of that happen. *Laughs* Let’s watch it again.  I wonder if 
there was a way for you to be more firm in that moment? 
A:  There definitely was.  I sort of tried, but I could have done something bigger 
to catch their attention and make it happen, instead of like, “Please, follow me?”    
 
This excerpt illustrates how Ann’s hesitancy affected her conducting gesture.  While 
Ann’s gesture was generally elegant, confident, and expressive, her self-doubt in the 
moment caused her to gesture to become inactive, so she lost her ability to direct the 
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tempo effectively.  While reflecting on other approaches she could have taken, Ann 
expressed fear about becoming too controlling.  She said, “There are conductors who 
start snapping, or stomping, or counting 1 + 2 + 3, which is annoying.  So I didn’t do that, 
but I could have possibly done something to catch their attention, and then bring the 
tempo to their attention.”  This statement expresses Ann’s sense of awareness and 
empathy with the musicians, which was important to her. 
Another noteworthy point of reflection for Ann came while discussing her non-
verbal reactions to various moments in the rehearsal.  
A: So I think I have a tendency to do a quick little smile when something goes 
particularly well.  Like an “Oh, that was nice.”  Or I notice if people recognize 
that they made a mistake and smile at them as well.  It’s like, “Yeah, I know you 
made a mistake, but it’s fine.”  I think that happened several times in the last three 
minutes.  
 
This reflection points toward Ann’s strong self-awareness her orientation toward the 
community. Her rehearsal style made her seem like a warm and endearing presence for 
the musicians.  She still expressed a sense of worry, however, about retaining the 
ensemble’s support and affection, hinting at the fine line between healthy awareness and 
hypervigilance.  Ann began to differentiate between the two: 
A:  One of my personal goals in rehearsal and performance is to make eye contact 
with every person in the room.  I tend to achieve that by scanning.  I try to keep at 
least four people in every gaze...  Even if they’re not looking at me, I’m still 
watching them.  I like to see their reactions to what is happening... if they seem 
bored or annoyed.  It’s interesting to watch from that perspective.   
R:  I heard a lecture about Enneagram progressions toward health.  The great 
strength of the Six, when they’re healthy, is an acute awareness of everything and 
everyone around them. [If not exercised in a healthy way, however,] that becomes 
projection, it becomes hypervigilance, it becomes fear. 
A:  I notice myself being that way... consciously or unconsciously paying 
attention to everyone’s reaction to everything.  It’s interesting, which is why I do 
it, but at the same time it makes me uncomfortable in certain situations.  Let’s say 
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somebody is talking about something, and I’m aware that someone else is really 
not happy about it, but they are not really aware.  I think that maybe I should be 
the one to take care of the situation because I’m aware of both sides and I try to be 
the mediator... Sometimes I say things, depending on my level of comfort.   
R:  Yes, that’s a great example.  That ties in the awareness, but also shows that 
the Six often creates problems out of their stress, as well... So, as a Six, you might 
ask yourself, “Is this true or am I projecting?”  “Is this awareness or is this 
hypervigilance?”  A Type Six person has to work to differentiate between those 
things in order to attain full awareness.   
 
This portion of the conversation helped Ann recognize how the positive and negative 
aspects of this part of the Type Six personality structure are connected to one another.   
Toward the end of the video reflection, Ann’s reflections turned toward her 
tendency of avoidance.  Because Ann spent the majority of the rehearsal running through 
the piece in its entirety, avoidance did not stand out as a personality characteristic to 
address. However, as she finished running the piece, she immediately returned to one of 
the places in the music that, in her opinion, had sounded polished.   
R: I have a question about this.  This is the movement that you mentioned 
sounded good and was in good shape, but you went back to it and rehearsed it... 
I’m wondering if you may have gone back to rehearse it because it was 
comfortable?  Or because you knew it wouldn’t take a lot of work?   
A:  I think that I went back to rehearse it because I knew that it was something 
small and wouldn’t take very long.  Whereas, fixing the tempo of the Gloria 
would have taken then whole rest of the rehearsal.   
R:  I guess that is a better question: By doing that, were you avoiding anything 
else? 
A:  I was avoiding the Gloria, only because I thought it was a bigger issue that we 
needed more time for.   
 
This exemplified a larger pattern that Ann had noted in the first reflection, which was a 
tendency to avoid stressful situations, and she recognized the need for greater awareness 
about when and how often such avoidance occurs. She made it a goal to recognize this 
tendency in future rehearsals. 
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Based on the things we talked about, one of my goals can be—since I’ll have a 
longer chunk of rehearsal and a new situation—to try not to avoid problems that 
should be solved, but can be intimidating.  That’s a good general rehearsal 
strategy as well.  Like if something is a problem or needs fixing, but is kind of 
scary, try to address that first. 
 
Ann set two other goals for the upcoming rehearsal, based on our previous two 
reflections. 
1. To be aware about the level of firmness and confidence in her instruction 
2. To be aware of her feelings and reactions toward the authority figures during 
the rehearsal 
 
She noted that it might be challenging to maintain confidence in the upcoming rehearsal 
because the orchestra would be joining the chorus for the first time and she would be 
learning to relate to the string players as well as the singers.  Ann also wanted to be able 
to focus on something more concrete, so she decided to observe the level of confidence in 
her posture and demeanor. Lastly, Ann stated that her preoccupation with authority might 
be more obvious during the next rehearsal, since there would be an additional mentor 
present, and both authority figures would be observing the process closely.  
Second Rehearsal Reflection 
 In the second video reflection, Ann rehearsed pieces of the Haydn Mass in the 
concert hall with the chorus and orchestra. Overall, she led with confidence and 
decisiveness, and in several instances she mentioned that working with the Enneagram 
was positively affecting her process. During this session, Ann continued reflecting on her 
relationship to authority, confidence in instruction, and awareness of avoiding stressful 
decisions.  
 Ann again began the session by sharing that she had most recently read portions 
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of Riso and Hudson’s Personality Types book, and she reflected on how the chapter 
about Type Six resonated with her life.  One of the excerpts connected the Type Six 
orientation with authority structures:   
A:  The next one that I marked... Oh yeah.  “Sixes are often trying to figure out 
the right course of action, so they consider how their allies, mentors, and authority 
figures would respond to their choices.”171 [It is] not necessarily what they would 
choose to do, but I assume or expect how they will react to what I do.  I analyze 
the choices that I have and think, If I choose this, how would my mom react?  
How would my teacher react? It’s a type of pro and con list, but with people. 
R:  Do you feel like it’s almost disconnected from your own thoughts and 
desires? 
A:  I mean, not disconnected, but it can override, perhaps, when it shouldn’t... and 
I’m in a stage where I’m transitioning out of that with my parents, having moved 
far away and doing things on my own, but they’re still in mind when I make 
mistakes.  Which is fine! It’s fine to want your parent’s approval, but you can’t let 
it govern the decisions you make over what you actually want.   
R: I think sometimes it gets in the way of allowing people to know what they 
desire, because there are all of these contrasting forces saying, “Do this. Do this.”  
That happens in rehearsal.  That’s where the story with Dr. Johnson comes in to 
play, because you decided what you wanted over what he wanted, and that was a 
big moment for you.  
 
Once we turned to the video, it became apparent that the presence of authority figures in 
the room played a bigger role in this rehearsal than it had in the previous video reflection.  
R:  What are your reactions? 
A:  I think what is going through my head for most of the rehearsal is that I’m 
really pleased with how it is sounding.... Like I said before, I was juggling, “This 
is sounding great and there are only minor details to fix... should I have more?”  I 
was wondering if I were Dr. Smith, would I have a thousand other things to say 
about this?  I know my ears are not as tuned to this style as hers are, or as most 
more experienced conductors are.  Plus, Dr. Smith and Dr. Johnson are in the hall, 
so I’m wondering what they are thinking.  A couple times in the rehearsal – it’s 
happened once and it will happen again – I’m turning around wondering what 
they are thinking, and they are just sitting there chatting.  Afterward they had a 
couple comments... but I was surprised that they weren’t participating as much as 
I expected.  [Dr. Johnson] has a tendency to run around and fix balance and 
things, so that was my expectation, so every time I stopped I thought, “Well, 
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they’re not saying anything, so I guess I’ll just say my things and keep moving.”  
It was a nice surprise, but I kept thinking they would have more to say.   
 
In this scenario, two of Ann’s instructors were seated in the hall behind her while she 
rehearsed the ensemble.  Because working with string players was new to her, she felt a 
higher level of anxiety than in previous rehearsals.  Consequently, Ann experienced more 
preoccupation with her authority figures, especially at decision-making moments, and she 
was surprised that they were allowing her to run the rehearsal autonomously. According 
to Ann, the amount of independence she displayed during this rehearsal was a success.   
She noticed some hesitancy in her instructions toward the orchestra, although she 
was pleased that she did not equivocate or excuse her ideas while rehearsing.  Ann 
described some of her thought processes while watching herself interact with the string 
players.   
A:  Yeah, in this moment in particular there is a lot going on.  The part that I 
stopped to work on with the [double] basses – I knew something had to change, 
but I wasn’t sure what it was, so I was hesitating a lot in that moment.  I was 
trying to be careful with my words and to be appropriate with the string players, 
so I thought, how do I word this? “More...present.”  I had that feeling that I didn’t 
want to say the wrong thing to the string players since I don’t work with them 
very often. 
R:  It was the inner dialogue going on?   
A:  For sure.  Yeah.  There are a lot of things going on in my head right now 
because of what I’m hearing.   
 
Even amidst her uncertainty, Ann was able to watch herself offer strong guidance to the 
string players, trusting herself enough to speak her thoughts, rather than relying on 
outside structures.  As we watched the video together, Ann noticed that, even when she 
felt uncertain, her instructions were substantive, helpful, and clear.  While watching the 
video as an outside observer, Ann could see the difference between reality and her 
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perceptions in the moment. She saw that instructing the players courageously, even 
amidst doubt, resulted in a positive rehearsal.  
Lastly, Ann illustrated in this rehearsal that she was gaining awareness about her 
tendency to avoid difficult moments.  Her comments demonstrated how the goals she had 
been setting were helping her grow as a conductor and rehearser.  
R:  I saw you notice the organ rushing.  Did you go back to that? 
A:  Yeah, I went back just to fix the tempo.   
R:  This is one of those movements where you’re just focusing on the orchestra 
and organ. And, it’s long, so there is a lot to remember. If there is a chance to start 
avoiding things, it would be in that movement.   
A:  Yeah, it was obvious that something had gone wrong in the movement, but I 
wasn’t sure if they knew what happened or not, so I figured I should address it.  I 
definitely had a moment when I wondered if I should say something or not, but I 
determined I should fix it now.   
R:  That builds trust with the string players too, because they know that you know 
that it was the organ that rushed.   
A:  Yeah, and I tried to stay with them, because I knew she would eventually get 
back on track. 
 
She later added:   
 
I think that what has especially come up in my awareness is the whole avoidance 
thing.  I feel the temptation to avoid and I’m more aware of that being an issue, so 
I’m hopefully... avoiding it.  Avoiding avoiding!  I’ve felt that come up in my 
consciousness over the two weeks that I’ve known about this.  I feel like it’s been 
longer than two weeks!  I feel like I’ve known I’m a Six for my entire life! 
*Laughs* 
 
Ann’s comments illustrate how awareness of her tendency to avoid helped her take steps 
toward healthy leadership. Not only was she able to speak about her avoidance during the 
reflective sessions, she began to catch herself when she began to act out that tendency in 
the rehearsal.   
 A final theme that emerged was Ann’s attentiveness to instruction about the 
technical elements of rehearsal, rather than the expressive elements.   A few excerpts 
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from the conversation illustrate this tendency: 
I don’t feel like I’m ignoring [emotion] in my understanding and study of the 
music, but in my rehearsal technique I generally touch on other things, which, for 
a thing like this, is ok, for the most part, but with certain repertoire... some 
repertoire needs more. 
 
Sometimes I get most tongue tied or lost for words when it comes to thinking of 
descriptive terms or affects.  Like in class they always ask things like, “What is 
the affect of this measure?”  And I sort of know in my heart, but I don’t have a 
word, and I always feel guilty about not having a word, because I think my 
English vocabulary is limited. 
 
I think I could say that I sometimes avoid too much direct conversation about 
emotions, but I value feeling an emotional connection with people.  Even if I’m 
not saying, “This is how we should be feeling right now,” it’s more like, “Are we 
all on the same page?”  “You get me, right?” 
   
These excerpts from our conversation point toward Ann’s greater comfort with the 
technical elements of conducting. To Ann, providing coaching about affect or emotion 
seems unnatural because of its subjectivity. While she currently relies on an unspoken, 
“You get me, right?” approach to empathy, she recognized that effective and inspirational 
leadership may often require more explicit engagement with subjective emotion.  
 Ann closed the session by choosing to retain the same set of goals for future 
reflection and observation.  She expressed her thanks for introducing the Enneagram as a 
tool and was interested to keep building awareness in her leadership as a conductor, and 
she was eager to see how her Type Six tendencies might manifest in a variety of rehearsal 
situations throughout her career.  
Discussion 
Embodying the Type Six tendency toward hyper-vigilance and self-doubt, Ann 
was perceptive about her challenges in rehearsal and quick to point out how she could 
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have approached a situation differently.  She began to realize, however, that much of the 
anxiety she felt in rehearsal was unwarranted.  She worried about not being equipped to 
rehearse the string players, but she displayed preparedness and precision in her rehearsal.  
She was afraid that her teachers would need to step in to help her manage the new 
situation, but she found that they trusted her to lead on her own.  Throughout the 
reflections, Ann began to see that her self-doubt was actually causing many of her 
problems. 
 The Enneagram literature describes how this doubt and anxiety lies at the root of 
many of the Type Six’s challenges. Riso and Hudson describe the cyclic nature of the 
Type Six’s worry.   
Sixes protect themselves by being extraordinarily vigilant so they can anticipate 
problems in the environment, particularly problems with other people.  Their need 
to question, their attention to details and problems, their need to know where 
others stand with them—and eventually, their paranoid tendencies—are all 
attempts to defend themselves from real or imagined dangers. Because of their 
fear, they train themselves to watch people and the environment in general so that 
they can foresee events and take protective steps accordingly.  Ironically, Sixes 
must have “danger” on their minds to feel safe.172   
 
Chestnut also writes about the Type Six’s watchfulness, addressing how it may cause 
more harm than safety for the individual. 
Creating fearful scenarios in your mind and acting on them can have the 
unintended effect of manifesting your fears.  To the extent that our reality tends to 
be shaped by our beliefs and perceptions, Sixes can inadvertently create more 
danger through the mental activity that is designed to help them escape it.173  
 
Ann acknowledged that her watchfulness often made her worried. For example, she 
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frequently interpreted certain facial expressions or talking between musicians to be a 
reflection of her performance as a conductor, causing her to worry about her leadership.  
Though logically she knew there were many factors that could cause these reactions, she 
projected her insecurities onto others.  Her doubt caused her watchfulness and her 
watchfulness perpetuated her anxiety.   
Ann’s uncertainty about her abilities also caused her to rely on the guidance and 
approval of authorities, such as her teachers and parents.  She expressed that her tendency 
to turn around to glance at her teachers during the orchestral rehearsal reflected her own 
doubt about instructing adequately.  Riso and Hudson note that a major cognitive error in 
the Type Six personality structure is  
To look for guidance and security outside themselves in received knowledge, 
social structures, and relationships.  Sixes then must constantly focus on 
evaluating the truth or falsehood of external sources of information rather than 
letting their minds become quiet so that their own inner guidance can arise. 
 
Ann’s teacher will not always be a physical presence in the room during a rehearsal, but 
it is not necessary that authority manifests in a specific human being for a Type Six 
individual to develop an unhealthy reliance on external authority. Growth in self-
awareness could allow Ann to relate to authority structures while maintaining 
independence in her ideas. 
 The most pervasive theme throughout her three reflections was Ann’s tendency to 
avoid decisions and stressful situations.  According to the Enneagram literature, Type 
Six’s avoidance is also undergirded by doubt.  Riso and Hudson write: 
While Ones have a powerful inner critic in their heads, Sixes have an inner 
committee (italics in original).  Sixes often check in with them, imagining what 
their response would be to a given situation.  Thus, when they have to make a 
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decision, Sixes will feel caught between various internal voices arguing for 
different positions and responsibilities.  Sometimes the loudest internal voice will 
win out; at other times, there is a deadlock and procrastination.  Sixes may find 
themselves unable to come to any closer or final decision because they cannot 
stop second-guessing themselves.  As a result, Sixes often feel indecisive. 
 
Though Ann acknowledged this avoidance pattern to be true in her experience, she 
consciously acted against it several times throughout her rehearsals, both by making 
choices about the music and by rehearsing challenging sections when she was tempted to 
skip them.  Her frequent return to the topic of avoidance revealed that it made sense to 
her practically, and would hopefully serve as a helpful step toward increased confidence.    
Growth for Type Six 
While breaking her current patterns of thinking would take much longer than the 
three reflective sessions allowed, Ann recognized how counter-productive her worry and 
self-doubt had been during the rehearsal situations.  She made intentional efforts, 
therefore, to recognize moments of courage and confidence, and she found that viewing 
her rehearsal more objectively on a video recording increased her trust in her own 
abilities.  The language of the Enneagram guided the conversation toward this goal, 
allowing Ann the opportunity to discuss how she could increase confidence in herself and 
conduct with courage, rather than timidity.  
 Type Six individuals gain confidence and self-affirmation as they become aware 
of their overreliance on external structures and learn to listen to their own thoughts.174 On 
the Enneagram symbol, Type Six is connected through the arrows to Type Nine.  As 
Type Six individuals grow in health and awareness, they display the open and trusting 
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attitude of Type Nine.  They no longer feel the need for hypervigilance of suspicion, 
because they trust their own ability to make good decisions.  Riso and Hudson write:  
When healthy Sixes go to Nine, they find a stable sense of support within 
themselves that enables them to relax and feel more open to the world and to 
others.  They are much more emotionally stable, as well as receptive and trusting 
of others.  They become supportive and reassuring.  Their problems with anxiety 
have largely been resolved, and as a result they are more peaceful, secure, 
generous, and relaxed.175   
 
Ann recognized that letting go of her anxiety would take time and increased awareness, 
and while she still felt affected by doubt, her reflections helped her celebrate many 
moments of empowered leadership.  In fact, she felt such potential for growth that she 
determined to continue using the Enneagram for reflection on her own.  She mentioned 
beginning a journal to keep track of some of the patterns we had spoken about together.  
If the progress made during our short reflective sessions was an indicator, continued work 
with the Enneagram would help Ann toward courageous choral rehearsing.
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CHAPTER SIX: MARIE 
 
This chapter outlines the three reflective sessions with the final participant, Marie.  
In her rehearsals and musical study, she experienced the advantages and challenges most 
closely associated with Enneagram Type Nine, The Peacemaker.  Throughout the 
sessions, Marie observed how her basic desires to maintain peace and avoid conflict often 
had unintended effects on her leadership.  
 
Session 1:  Typing Interview 
Similar to the other participants, Marie had no previous experience with the 
Enneagram, but unlike them, she expressed some doubts that results of the assessment 
could actually offer insight toward self-understanding. She began the first session by 
reading basic description of each of the nine types. We examined the connections 
between the types, the three centers of attention, and we spoke about the implication of 
wings within the typing process.  Because of Marie’s interest in the spiritual dimensions 
of the Enneagram, we also discussed its roots within various religious and spiritual 
traditions, eventually arriving at an understanding of its current expression within 
psychology.  Marie initially was confused by the complexity of the Enneagram theory.  
She seemed overwhelmed by the amount of information we had discussed, and she 
resisted the categorization of the Enneagram typing process, expressing doubt that she 
could “fit into” one of the types. The conversations during the typing session gave Marie 
a chance to talk about her hesitation and eventually use the language of the Enneagram 
literature in a way that she found helpful. 
Marie had taken the RHETI several days before our meeting and had briefly 
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examined the types.  Her results recommended the following as the most likely types:  a) 
Type Nine; b) Type Seven; c) Type Four.  Part of Marie’s resistance was due to her 
perceptions that these types were so different. So, we discussed how each of these types 
came from a separate Triad or “center of attention” on the Enneagram: Nine is in the 
instinctual Triad, Seven is in the thinking Triad, and Four is in the feeling Triad.176  
Marie also perceived that Types Nine and Seven tend to behave in quite contrasting 
manners.  She differentiated between brief descriptions of the types by reading them in 
succession. The most general results on the RHETI expressed that Type Nines tend to be:  
Patient, steady, easygoing, receptive, relaxed, unselfconscious, agreeable, 
uncomplicated, contented, comforting, sensual, and idealizing.   
 
The results also mentioned that Type Nine individuals get into conflicts by being:  
 
Emotionally unavailable, complacent, inattentive, unaware of their own anger, 
ineffectual, passive-aggressive, unrealistic, resigned, and stubborn. 177    
 
Type Sevens are characterized as:  
Excitable, spontaneous, curious, optimistic, eager, outgoing, future-oriented, 
adventurous, variety-seeking, quick, and talkative.  
 
Type Seven Individuals get into conflicts by being: 
 
Scattered, distracted, restless, impatient, thrill-seeking, escapist, over-extended, 
irresponsible, demanding, and excessive.178  
 
Marie noticed that as the types become less healthy, Type Seven individuals tend to 
increase their energy and activity, but Type Nine individuals tend to do the opposite, 
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dissociating from their surroundings.179 Even though she acknowledged this difference 
between types, she still felt that parts of both descriptions applied to her typical patterns 
of thinking and behaving.   
Recognizing her frustration with the typing process, we took a break from reading 
about and discussing the types directly. Instead, Marie and I engaged in a short 
conversation about her values and thought processes as a conductor.  An excerpt from the 
dialogue shows Marie’s conversational style as well as her general approach to 
rehearsing:  
R:  Ok, some general conducting questions before we start using the Enneagram 
again.  First, what traits have you really valued in other conductors?  Are there 
certain things that you really admire about other conductors? 
M:  Um....  Clarity in gesture, so techniques.  Communication skills in rehearsals. 
R:  Clarity in communication? 
M:  Clarity and adding a sense of humor. Making the environment happy.  
Acknowledging what to do at a certain spot, how to solve a problem and how to 
figure out that there is a problem. 
R:  Are there certain things that you don’t care for in rehearsing? 
M:  Yeah... showing too much.  
R:  Too much... as in a big gesture or micromanaging? 
M:  Micromanaging.  Um... and also not showing any emotions or musicality.  
Doing too much and getting too far into the details instead of doing the music as a 
whole. 
R:  Ok.  Is that because you get bored? 
M:  I just think it is not a good way to handle a rehearsal.  I guess it depends on 
the situation, but for us ¾ we have good singers and we have limited time ¾ so 
that’s probably why.  It’s not a good way. 
R:  We talked about this earlier, but in your situation, what does it mean for you 
to be successful as a conductor? 
M:  Developing more than I have right now. That’s the most important thing.  
Practical things more than knowledge for me, because I’m not sure that I’m going 
to go on to the doctorate.   
R:  Do you feel at all like your image is tied to your conducting? 
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M:  Sometimes, because I notice that I apologize a lot during rehearsal when I 
don’t need to, so I lose the charismatic leadership in the room.  Like, if it was my 
fault, I could just say that it was my fault, but I apologize a lot.  It’s kind of my 
habit.   
R:  You don’t feel anxious about rehearsal? 
M:  Like worry?  I think I do in rehearsals more than the performing.  I don’t get 
nervous when I’m performing, but I always feel like I’m not as ready as I should 
be.  
R:  Do you think you really aren’t as ready as you should be, or is that just a 
feeling? 
M:  People don’t say that.  Other people perceive me as knowing what I’m doing, 
but I feel that way. 
R:  Do you procrastinate? 
M:  Yes. 
R:  How do you respond to failures in rehearsals and performance? 
M:  I just go on at the time and I try not to think about it afterward until I get 
happy.  *Laughs* I tend to run away from the problems rather than to face or fix 
them right away.  I’ll eventually do it, but I don’t want to face it. 
R:  You don’t dwell on the problems? 
M:  No.  Well, I worry about them, but not a lot.  I will think about it, but if I 
keep thinking about it I will get depressed, so I try not to think about it.   
R: Do you distract yourself from it by thinking about other things, or do you just 
pretend like it’s not there? 
M:  I guess for conducting and rehearsal I distract myself, so that I don’t think 
about it for a while.   
R:  With other things that are uncomfortable or sad, can you just disconnect from 
them? 
M:  Yes.  Like relationships...  after I’ve given my opinions about things, if 
someone doesn’t agree or listen, I just forget about it.   
R:  Ok, this is helpful.   
The conversation about conducting and rehearsing allowed us to return to 
descriptions of Types Seven and Nine equipped with some new information. Marie 
noticed that some of the Type Seven characteristics that appeared in our conversation 
were: 
1. Desire for a positive and light-hearted atmosphere 
2. Anxious energy during rehearsals  
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3. A tendency to run away from problems rather than facing them180 
 
Some of the Type Nine characteristics that Marie alluded to in the conversation were: 
 
1. A desire for her experience to be practical  
2. A tendency to shut down when encountering stress 
3. A tendency to procrastinate  
4. An aversion to micromanaging or getting too stuck in details181 
 
At this point, Marie remained open to both type descriptions, and she did not seem to 
favor either of them.  I sensed that she was beginning to become discouraged about 
finding a type that would describe her well. 
Settling on Type Nine 
Marie then engaged with a more thorough description of Type Nine, including 
descriptions of healthy, average, and unhealthy traits, yet she still expressed hesitancy 
while exploring the description. The following is an excerpt from our conversation:   
R:  Anything that stands out? 
M:  The healthy [description].  That’s what I try to be.  Walking away from 
problems... I know that when I have work to do I tend to distract myself, mostly 
with my phone.  Even when I’m watching something, I try to play games on my 
phone.  I think that’s kind of running away from problems or things I have to do.  
R:  You mentioned that you procrastinate.  Does that often catch up with you?  
Do you have to stay up all night writing a paper or something like that? 
M:  Sometimes I just don’t do it.   
R:  Ok. 
M:  If I don’t think it’s that important or it’s not my top priority, I normally don’t 
do it.  I normally don’t give up sleeping time to do it. *Laughs* It sounds really 
bad.  I’m just talking about my recent experience. 
R:  So you even do that with course work? 
M:  Yeah. I didn’t do the readings for class today because I wanted to practice my 
conducting and I didn’t think it was as important.   
R:  Then did you enter seminar with anxiety that you would be found out? 
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M:  No, because I knew I could survive by not talking about it.  We don’t really 
talk deeply about the reading, so I thought I could get by without it.   
R:  What about any of this “average” stuff?182  
M:  Um... “become agreeable,” yes.  “Philosophy of life that allows them to quiet 
their anxieties quickly.” Sometimes that makes me anxious ¾ that philosophy of 
life ¾  because I know I can be like that.   
R:  When do you get angry? 
M:  I don’t get angry easily, but when I get angry, it’s when the person doesn’t 
respect me as I respect them.  
R: When you get angry, does it tend to explode and then you’re over it? 
M:  I’m trying to think about when I got angry.  I do get angry, but it doesn’t 
explode.  I talk about it constantly, but sometimes it doesn’t resolve. I don’t think 
about it when I have other things to do. I guess I’m just easily distracted 
sometimes.   
  
Marie began to recognize how her examples and anecdotes lined up with the descriptions 
of Type Nine that she was reading. Although she began to lean toward this type as the 
most productive to use for reflection on the rehearsal process, Marie wanted to look once 
more at Type Seven.   
Marie said of Type Seven: “Right now, about half of this sounds like me and half 
of it does not.”  At this point she noted some similarities: Types Nine and Seven find 
common ground in their attempt to escape unpleasant emotions like boredom, 
disappointment, and anxiety, and guilt. However, I pointed out that their core motivations 
are different, and I explained that, according to Chestnut, the Type Seven individual’s 
excessive consumption of experiences and activities tends to be motivated by a fear that 
reality will disappoint them. Unhealthy Type Seven persons habitually seek temporary 
pleasures to maintain a positive emotional state.183   For Type Nine individuals, 
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distraction or engagement in inessential activity tends to stem from an avoidance of the 
anger that may occur if they get into conflicts with others. Type Nines tend to use 
activities as numbing devices, keeping them from experiencing any highs or lows. 184  
 Marie decided that her motivations lined up most closely with those of Type 
Nine, particularly as she described her patterns of going to sleep or watching television to 
avoid challenging activities. Marie also resonated with the following Type Nine traits: 
1. A sense of being out of touch with her desires 
2. Difficulty in making decisions 
3. A tendency to adopt ideas and attitudes from others instead of developing her 
own  
 
In spite of agreeing to use Type Nine for her reflections, Marie still expressed hesitation 
as our conversation moved toward applying the language of Type Nine to rehearsals.  
 
Application in Reflection  
 In retrospect, Marie’s agreement followed by hesitation should not have been 
surprising. She shared, “Sometimes I don’t really know what I want, so I just go with 
what [the singers] do.” The first trait of Type Nine that stuck out for Marie was 
“agreeable.” She stated that even when she did have a clear idea, she would often refrain 
from sharing it in order to avoid the conflict of calling out mistakes.  She remembered an 
internal sense of struggle when members of the ensemble were out of tune and she 
needed to inform them of the error.  In fact, once after hearing a section sing consistently 
under pitch during a rehearsal, she asked her mentor about the best way to approach them 
about their intonation.  While many conductors would have no trouble pointing out this 
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mistake, Marie had to fight the temptation to let it go unmentioned for the sake of 
keeping peace.  
 Another word that stuck out to Marie was “resigned.” She said, “I feel sometimes 
passive... not disengaged, but kind of a ‘lost hope’ feeling, but I kind of have to go with 
it.” This resignation manifested in her tendency to disconnect from moments she found 
stressful or challenging. After reading a description of dissociation, Marie remarked that 
she could see this pattern in many of her close relationships and decided to watch for it in 
her rehearsal videos.    
Before ending the first session, Marie wanted to discuss the healthy side of Type 
Nine.  She said she related to the affable, optimistic, and supportive spirit in the Type 
Nine descriptions.  She believed that others could see this nature in her leadership style 
and expressed that it was something she valued. Marie displayed this genial temperament 
during our conversations, laughing easily. While Marie’s first session presented some 
challenges in the typing process, she expressed thanks and optimism about how she might 
effectively apply the language of the Enneagram to her rehearsing.   
First Rehearsal Reflection 
 Although Marie had not read more about Type Nine before our review of her first 
rehearsal, she had spoken with some of her colleagues about the general process of 
reflection and how it could offer insight about her approach to rehearsal, and she seemed 
to feel more confidence about using the Enneagram for reflection. The rehearsal in the 
video showed the ensemble preparing for a Marie’s conducting recital, singing 
Palestrina’s “Sicut Cervus” and Dello Joio’s Psalmist Meditation. I reminded Marie of 
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the major questions for reflection: 
1. What are the Type Nine characteristics that you notice?  
2. How do they positively impact the rehearsal? 
3. How do they negatively impact the rehearsal? 
4. Is there another approach that you might take? 
 
 As we reviewed the video together, Marie attributed many of her rehearsal 
challenges to her organizational methods and score study. Several of her comments 
related to her tendency to procrastinate when preparing music for rehearsal.   This excerpt 
about her rehearsal of “Sicut Cervus” seems extreme, but Marie spoke about it as a 
recurring pattern. 
 R:  You have a great [conducting] gesture. 
M:  Thank you.  After running the piece now I will work on it a little bit, but I 
remember that I couldn’t think of what to do on the spot.  I was thinking that my 
gestures were probably more problematic than the sound, especially during this 
piece.  This pattern is totally different than what I did during the recital.  The hour 
of practice before the recital... 
R:  That changed your gesture? 
M:  Yeah.  Before that point I wasn’t really comfortable with the piece.  I knew 
that I needed to work on it, but I never really got to it.  *Laughs* If that makes 
sense...  There are so many different ways I can do it.  It’s not just a two pattern.   
R:  How did you end up doing it? 
M:  Do you want me to show you? 
R:  Well was it in two... or four...? 
M:  Well it wasn’t really about two or four, but more like the parts that I 
emphasized and deemphasized were different than in the rehearsal.    
R:  Was it any more successful? 
M:  I think so, because I knew what I was doing and what I needed to do. 
R:  But you wish you would have done that a long time ago? 
M:  Of course!  *Laughs* Like, at the beginning of the rehearsal process.   
 
In this excerpt, Marie is referring to an extremely last minute, post-dress rehearsal 
practice session in which she completely changed her gesture into something she thought 
might work more effectively. As she mentioned, it would have been much better for her 
to work on her gesture before the rehearsal process began.  Another portion of the 
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conversation illustrates a similar point: 
R:  I notice that most of the time you look confident, but your eyes are down. Is 
that because you... 
M:  I don’t know it.  
R:  Do you actually not know it, or do you feel like you don’t know it? 
M:  I mean, I know the piece, but I don’t know all the entrances, or where the text 
stresses are...  
R:  And, like you said before, you hadn’t made those decisions then? 
M:  Until the last minute... *Laughs* I mean, they were going to sing well 
anyway.  I knew they were going to sing well.  I just needed to keep the beat.  So 
I wasn’t worried too much.  
 
Marie noted that rehearsing “Sicut Cervus” particularly amplified her tendency to 
procrastinate. She had never conducted a Renaissance piece in the past, so she felt 
inferior to the other musicians who may have known the piece already.  She also 
discussed how the polyphony was difficult for her to navigate as a conductor.  Her 
tendency to put off studying the piece created problems in her rehearsal process that she 
ultimately regretted. At the end of the first video reflection, she succinctly summed up 
her approach to rehearsing this “Sicut Cervus,” stating, “Sometimes I don’t know what to 
do, so I just don’t work on it.”  
Marie’s experience with “Sicut Cervus” was counter-balanced by her engagement 
with Dello Joio’s Psalmist Meditation.  This was a piece she had sung with another 
conductor and with which she felt comfortable.  So, she spent many of her rehearsals 
working on it with the choir, while avoiding “Sicut Cervus.”  Notice her contrasting 
attitude during the following exchange. 
R:  I sense that you have a stronger sense of direction because you know the piece 
more.  Do you feel that too?  Do you have any thoughts about this, especially how 
it compares? 
M:  Yeah I know more and I have more of a plan, so I’m not really scared or 
nervous that I’ll be out of things to do.    
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Marie explained that she had spent much more time and effort on the piece that she 
already knew. In fact, she explained that she enjoyed spending time with the piece 
because it allowed her to re-experience her past performance. Marie was not tempted to 
procrastinate preparing and rehearsing the piece, as she had done with Sicut Cervus.   
Reflecting on her rehearsal of Psalmist Meditation did reveal another major 
challenge for Marie.  She began to notice how frequently she took her musical and 
rehearsal ideas directly from others, often without developing her own perspective. 
Chestnut calls this Type Nine pattern “over-adjustment and merging.”  She writes: 
The prominent Type Nine habit of adapting themselves to other’s agenda 
represents an “over-adjustment” because Nines typically don’t just meet others 
halfway, they lost the ability to access what their positions are and give in to 
others completely... Merging happens when Nines “take in” the positions, 
feelings, and desires of another person to the point that they feel like they’re their 
own.  
 
The following exchange points to this tendency: 
R:  Looking at the things you have planned for this piece...  do you feel like 
you’re relying heavily on the ideas of your previous conductor? 
M:  Good question.  Partially yes, because... his interpretation became what I 
think of the piece.  I couldn’t find any other recordings, and I tend to depend on 
the recordings that I listen to more than finding my own [interpretation]... I guess 
I am choosing from what I heard, more than thinking, “Oh, I think it would be 
good to do it this way.”  I did change the tempo at one spot, not according to what 
is written, but according to what my previous conductor did.  The markings here 
are much, much slower than what I did.  I wasn’t thinking that I would just do 
what he did, but that kind of settled in me, so it’s what sounded good.  Going back 
to a slower tempo in this piece was kind of weird to me.  
R:  The Enneagram describes the Nine as wanting to keep things the way they 
were, or to keep something... 
M:  The way it was first perceived?   
R:  Well, especially if you liked that.  The Type Nine person becomes less likely 
to want change.  “To preserve things as they are.”  Not that that’s bad, especially 
if the person you’re emulating was wise, but it’s important to have the freedom to 
choose outside of that pattern.   
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Marie recognized that while collecting ideas from others can be helpful, she had become 
overly reliant on the strategy, and it kept her from forming her own ideas about the piece.  
Eventually, Marie admitted that she had relied on others’ advice for “Sicut Cervus” as 
well:   
R:  How do you prepare for rehearsals? 
M:  Well the other piece I know well enough that I know what to fix and I plan 
accordingly.  For [“Sicut Cervus,”] I got a lot of help from Hannah.  She’s a 
doctoral student...  so I asked her what I could do.  I don’t think it was this 
rehearsal, but in another rehearsal I got a lot of ideas from her and just did what 
she said.... 
R:  You went with her ideas instead of forming your own? 
M:  Yeah.  
R:  Is that a pattern that you see in other areas?   
M:  Yes.    
R:  You might be able to form a stronger opinion about things? 
M:  Right. 
R:  Is it mostly because that type of decision making and planning takes effort 
that you don’t feel like giving it? 
M:  I think it’s because I feel like I don’t know where to start and whether the 
direction that I’m heading is ok.  Mostly that’s because I don’t start.  I think I tend 
to do well when I have a goal that I’m going for ¾ or direction at least.   
R:  Probably once you get started in any direction it really helps you. 
M:  Yeah. 
R: That’s the inertia that we were talking about. Having a hard time getting 
started in the first place, until the last minute.  
M:  And when I do it, it isn’t as bad as I think it will be.  I feel scared to start, but 
when I actually do it, it isn’t that bad.   
 
In this portion of the conversation, Marie recognized that putting off her preparation often 
caused her to be unsure of her ideas, leading her to look to others for answers. She 
reflected on the ways this may be holding her back as a developing conductor and 
decided this would be an important area to develop more awareness in future rehearsals. 
There were a few smaller themes that emerged during the first video reflection 
that Marie found to resemble Type Nine behaviors and motivations.  Recalling her initial 
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reflection, Marie recognized specific moments when she asked for something in the 
rehearsal, and when the choir didn’t respond, she would simply accept the result and 
move to another passage.  She also observed herself losing focus during certain portions 
of the rehearsal.  For instance, in her warm-up, she stopped mid-exercise when a music 
stand fell over, but instead of resuming, she left the warm-up completely.  She mentioned 
that her choice was reactive, rather than intentional, and she noted that her sense of 
leadership weakened at that moment.   Lastly, she observed the easygoing, affable nature 
of the Type Nine personality within her rehearsal style.  She had a tendency to laugh at 
her mistakes and to let go of them quickly.  She felt this created a positive atmosphere in 
the rehearsals, which she mentioned as important to her.   
As Marie began to summarize what she could take away from the first video 
reflection, she recognized that many of her challenges revolved around her level of 
preparation.  She chose to set practical goals regarding her practice: 
Practice my piece, or study and make decisions about what I will do.  Practice the 
gestures and plan and think about what would be efficient.  Plan how to 
communicate effectively. 
   
While these goals were directed toward most of the major challenges that Marie 
recognized during the first video reflection, they did not refer explicitly to Type Nine 
traits on the Enneagram. I could not help but wonder whether she was avoiding 
engagement with the Enneagram. 
Second Rehearsal Reflection 
 Marie began the second rehearsal reflection with a few examples of how she had 
seen her Type Nine personality patterns in her life and study. The video she brought for 
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reflection was from a recent rehearsal that she felt exemplified some of strengths and 
challenges we had spoken about in previous sessions. The major themes in the reflective 
conversation remained: (a) tendency to rely on the ideas of others instead of developing 
her own ideas; (b) a general dissociation from difficult circumstances (c) the 
manifestation of that dissociation through the active avoidance of interpersonal conflict.  
 Marie had begun to explore the Type Nine patterns of over-adjustment and 
merging during her previous video reflection, but this session allowed her observe the 
patterns manifesting in a different way.  She brought up this idea in the first few minutes 
of the video reflection. When I complimented her warm-up, she responded, “These 
exercises are brought from what I had to do in my previous experience.  I think I tend to 
say things that I’ve heard already.”  She expressed a similar idea while rehearsing 
Psalmist’s Meditation: 
R:  That was great that you broke down that passage.  You’re really digging in 
and not avoiding anything.   
M:  I think I learned that from my previous conductor. And I chose this because I 
have sung it.  I have it pretty fresh in my memory how he worked on it.   
R:  So is a lot of your rehearsal plan modeled after his rehearsal plan? 
M:  Yes.  Well, not exactly the same, but close.   
 
As we watched the video further, Marie noticed similar patterns.  Her teacher interjected 
several times during Marie’s rehearsal to make suggestions and add direction.  Marie 
recognized that her frustration had increased as his suggestions became more numerous. 
Eventually, she gave up following her own plan and began looking to him to direct her 
next steps in the rehearsal.   
M:  He corrects me a lot...He made an uncertain face there.   
R:  Just then? 
M:  Yeah. I think I keep looking at him, because he would sometimes gesture.   
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R:  Are you distracted by his presence in the room right now? 
M:  Yeah, I’m kind of just going by his input.  That’s not necessarily bad, since 
that’s just taking what is happening and using it.   
R:  Yeah.  Except for that instead of you hearing what is happening and forming 
your own ideas... 
M:  I’m still going by what someone else is saying.   
 
Marie was able to recognize that she gradually disconnected from her role as leader of the 
rehearsal, granting that leadership to her teacher.  While she acknowledged that this was 
internally frustrating to her, she acted deferential and peaceable.  In her words: “I felt 
frustrated, but I think that’s why I smiled and laughed, so I wouldn’t show it.”   
Upon further reflection, Marie acknowledged that she often became deferential to 
keep herself from experiencing the stress of her own insecurity in the rehearsal. Marie 
could not detach completely from the difficult situation, since she was technically still in 
charge, but she allowed herself to limit her leadership. She also completely avoided 
rehearsing “Sicut Cervus,” because it might have continued or amplified her sense of 
uncertainty. 
 Marie further discussed how important it was for her to avoid interpersonal 
conflict.  She related several incidents that exemplified how she remained passive in an 
attempt to keep others happy. The first was a recent masterclass: 
M:  For the masterclass I had to conduct the “Benedictus,” so I asked Dr. Smith if 
she would [conduct] it in four or in two.  Dr. Smith said she would take it in two.  
So at the masterclass I did it in two and Dr. Washer (the clinician) asked me why I 
chose to take it in two, and before I said something Dr. Smith said, “That was 
me.”  I felt like it would have been better if I had taken it in four, so if I would 
have made my choice independently, I would have chosen four, but I just did 
what she said, because she’s my teacher...  
R:  But Dr. Washer thought it should go in four? 
M:  Yeah, because there are some accents on two and four, so it would be easier.   
R:  So smart people disagree.   
M:  And I agree with her over Dr. Smith, but I know Dr. Smith and not her.   
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R:  And you didn’t want to assert your own opinion in that moment? 
M:  Yeah, because I don’t know enough about how this type of piece should be 
handled.  I guess it would be easier with newer pieces, but with the Classical style 
it is better ¾ in my opinion ¾ to go by what others have done or interpreted.   
R:  But do you think it’s important to share your opinion too?  
M: I guess. 
Later, when discussing the importance of asserting herself more frequently: 
M:  Wouldn’t it be harder to take in other’s ideas [if I assert my own]? . . . I’m 
asking, because if I have an idea that is strong and somebody disagrees, that 
would cause a conflict! 
R:  According to the Enneagram literature, it is really important for Type Nine to 
see that conflict is healthy and ok.   
M:  Ok.  I’m not really convinced.   
R:  In fact it’s really important sometimes.  Because if you continue with the 
pattern of submerging your own ideas, eventually you lose yourself in everyone 
else’s ideas... The problem with doing that, if it becomes a habit or a pattern, is 
that you never come up with your own ideas.  You don’t develop that ability to 
lead in the way that you can or say that you’d like to lead.  
M:  Right now, I can’t think of doing that... like if someone asks a question and 
you wait until you finish doing what you have planned.  You know how some 
conductors do that?  They say, “Hold on, let me finish.”   
R:  Why wouldn’t you do that? 
M:  Because I feel like they might be mad, because I would be.  If I raised my 
hand and they put their finger up or something. 
R:  Well you wouldn’t have to do that!   
M:  Some people do that and just move on! 
R:  Well, you’re sensitive to what people are feeling and you want things to be 
smooth. 
M:  I think I’m sensitive to how others view me. 
R:  In terms of answering your question of “Why is it worth it to disagree?”  
That’s a big question that you’ll have to keep asking.  Probably in some cases it is 
better to go along... but if that is a habit, you have to figure out when it’s worth it 
[to assert your own ideas].  
M:  Ok.  *Laughs*   
R:  It’s hard! 
M: It is hard! 
 
At the end of the second reflection, Marie remained unconvinced that developing 
her ideas might be integral to her growth. She feared the conflict that asserting her own 
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ideas would cause.  A final portion of the conversation illustrates how she left this topic 
of reflection: 
M:  I don’t think that even if I had an opinion I would say it to [Dr. Johnson] in 
public.  Maybe I would talk to him afterward, if it was something really bad or 
something that I really disagreed with, but I don’t think I like making things 
public when they don’t have to be... When other people do that, it’s not bad.  I 
wish I could do that, but as a natural personality I wouldn’t be able to.  
R:  I mean, you can.  You can make decisions against your personality.  That’s 
the whole point of doing reflection like this, to learn make decisions outside of 
your tendencies.  It’s ok to make the decision to talk about it later, as long as you 
do talk about it later.  As long as you do form your own opinion.  
M:  I wouldn’t want the conflict.   
R:  You have a fear of that conflict? 
M:  I’ve never really thought of it that way.  I mean, conflict ¾ that I don’t like 
it.  I always disagree with my husband, but I guess with authority, especially like 
this, I don’t.  I don’t like it with colleagues either.   
R:  The goal is not for you to become some sort of conflict-oriented person, but 
rather to be able to form the strong ideas that you say you have, and then become 
stronger at conveying them to a group.  To say, “This is what I have to offer,” 
instead of synthesizing everyone else’s ideas.  Sometimes that might cause 
conflict. 
M:  Yeah.  Maybe in my second year I can do that.  *Laughs*  
 
As we wrapped up the final session, Marie made the following goals for future 
rehearsals: 
1. More thorough score study and conducting practice 
2. Commitment to developing and asserting personal viewpoints 
3. Increased awareness of getting distracted or losing focus 
 
To end on a positive note, Marie read through a description of the healthy Type Nine 
personality, remembering that while her patterns and tendencies can cause problems, she 
brings with her many natural strengths as a leader and conductor. I reminded her that, as a 
Type Nine, she holds great capacity lead effectively as she serves from a place of 
engagement, openness, and active attention to self and others.    
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Discussion 
In contrast to the other two participants, Marie maintained surface-level 
interactions with the reflective process and seemed reluctant to engage deeply with the 
Enneagram descriptions.  
She relied on my direction during the reflective process, primarily responding to 
questions and prompts, rather than taking initiative in the conversation. The transcriptions 
of our sessions reveal several portions of conversation weighted more heavily toward my 
speaking than hers.  I observed that the characteristic “merging” she was identifying in 
her rehearsal process was beginning to manifest during the directed reflection, perhaps 
keeping Marie from developing her own ideas within the process.  By becoming 
agreeable, she was able to complete the reflective sessions without deeply challenging 
her current process. Riso and Hudson write: 
More than any other Type, Nines demonstrate the tendency to run away from the 
paradoxes and tensions of life by attempting to transcend them or by seeking 
simple and painless solutions to their problems.185  
 
They relate also this tendency to the Type Nine passion of sloth: 
  
Thus, Nines end up becoming passive and disengaged. Rousing themselves to 
take an active role in their lives seems difficult – it will all be “too much trouble” 
becomes a constant refrain.  So they retreat into safe and comforting routines – 
and the passion of sloth.  Understood this way, sloth is not physical laziness; 
rather, it is an inner disengagement, a reluctance to show up in one’s life with all 
of one’s passion, immediacy, and presence available.186 
 
While most would not classify score study, rehearsing, or reflecting on musical practice 
as “pain and suffering,” it became evident that many of Marie’s biggest challenges 
                                                                            
185 Don Richard. Riso and Russ Hudson, Personality Types, 335. 
186 Don Riso and Russ Hudson, Discovering Your Personality Type, 92.   
  120 
connected to her tendency to disengage from situations that could cause inner conflict. In 
the rehearsal context, her difficulties included studying and practicing a score that 
seemed intimidating, putting in effort to develop her own ideas about the music and 
rehearsals, and asserting viewpoints that may have been different from her teachers or 
colleagues.  In the reflective context, it included resisting engagement with topics that 
may have required uncomfortable change.   
Overcoming Inertia 
  In short, I perceived that Marie was interested in observing her personality 
patterns in rehearsal, but resistant to discussing how she might change them.  This was 
exemplified during the conversation about asserting her own opinions. Rather than 
discussing how she might address an underlying motivation, she joked that she might get 
to that in her “second year.” Naranjo explains that Type Nine individuals often strongly 
resist changes in their environment or way of being. He writes about this in terms of 
psychological inertia: 
[Type Nine individuals] are creatures of habit.  They are bound by custom and 
regularity... They are excessively concerned with the preservation of their 
balance.  As a corollary, they tend to be conservative and tradition-directed to the 
point of rigidity.  The same trait of psychological inertia may be thought to 
underlie an excessive attachment to the familiar, to the group norms or “how 
things are done.” 187   
 
Marie had reflected on this tendency in her approach to Psalmist Meditation and other 
elements of her rehearsal, and I sensed that she may have begun to become concerned 
with “preserving her balance” in the reflective sessions as well.  During our final 
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conversation, Marie reached a point in which her acceptance of the suggestions in the 
Enneagram literature caused some uneasiness within her self-concept and established 
patterns. Her resistance illustrated that she was not willing to open herself to that 
discomfort in that reflective moment.  Maitri writes of this resistance to changing oneself 
as a common experience for all Enneagram types:   
This inertial pull to maintain our status quo with its outer orientation is one of the 
deepest and most insidious barriers in [reflective] work.  One of the major 
characteristics of our personality structure is its tendency to hang on to and 
quickly reassert the familiar, despite it being an unsatisfying one.188 
 
 Marie’s reluctance to make changes in her rehearsal strategy made it difficult to 
predict a trajectory of growth for many of these issues.  In this sense, the reflective 
purpose was not accomplished, since Marie’s growth in awareness did not invoke an 
overall desire for change in her rehearsal strategy.  It seemed that Marie was able to 
answer all of the guiding reflective questions except for the last: “Is there another 
approach you might take?”  The transcripts reveal that I suggested a number of alternate 
approaches, none of which Marie felt would work authentically for her.  She left the final 
session without potential answers to that question regarding many of the Type Nine 
issues she had recognized. 
 Riso and Hudson describe Marie’s resistance to change “the fear of being 
present.”  They write, “Inevitably, when we stay open to ourselves for any period of time, 
we begin to feel anxious, intuiting that something uncomfortable may arise.”189 From 
Riso and Hudson’s perspective, Marie might need to open herself up to the vulnerability 
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of change in order for the use of the Enneagram to accomplish its desired purpose.  It is 
difficult to know whether continued reflection could be transformative for Marie, but the 
short sessions indicated that her growth would not fit into the specific method 
hypothesized in the study.   
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CHAPTER SEVEN:  CROSS-CASE ANALYSIS, CONCLUSIONS, AND 
IMPLICATIONS 
 
The previous chapters presented three personalized and unique reflective 
processes using the Enneagram.  While each of the participants engaged in the same 
activities, the reflective conversations differed in content and style. The RHETI and the 
various Enneagram literature, in conjunction with the rehearsal videos, guided the 
reflections, allowing the themes to resonate with each conductor’s inner perceptions and 
lived experience. The aim of this study was to explore how applying the Enneagram to 
choral rehearsals in reflection might help conductors constructively change their musical 
leadership. Examining the cases side by side elucidates some of the potential benefits and 
challenges of using the Enneagram to reflect on rehearsals.  In particular, comparing the 
cases implies that there is not a single path for growth in self-awareness that can be 
prescribed for all developing conductors.  Analysis between cases suggests that 
conductors’ personalities play a role in how they approach and experience leading 
rehearsals. The reflective dialogues also demonstrated that personality impacts how 
conductors approach the practice of reflection.  
The following section examines how the conductors’ personalities influenced 
their approach to self-scrutiny.  It also underscores other factors that might have impacted 
the conductors’ experiences in the reflective process.  These additional factors include the 
ability to recall feelings and motivations, previous engagement with reflective practice, 
and level of comfortability with the method of reflection.   Through examining the three 
cases side by side, I make inferences about how the Enneagram might optimally be 
applied to improve rehearsing.  I then imagine how the Enneagram could be made more 
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broadly accessible and useful to a musical community, especially for developing 
conductors and music educators.     
 
The Impact of Personality on Self-Scrutiny 
Any reflection process employing video recordings of the individual performing 
an activity, such as recordings of athlete in a sports event or a conductor in a rehearsal, 
invites self-scrutiny. Maitri writes of reflection with the Enneagram that it:  
Demands being willing to see yourself exactly as you are, which is often not easy 
to do.…Learning to see ourselves clearly is itself the heart of this process, and 
being willing to see ourselves as we are is only possible with infinite self-
acceptance and kindness toward ourselves.190    
 
In this study, the ways in which participants reflected with the use of video demonstrated 
how self-scrutiny may be connected to Enneagram type motivation and behavior.   
Jack. Jack first noticed his tendency to stop the music frequently and rehearse 
small sections for lengthy periods of time. He recognized that a fixation on certain 
mistakes often made him lose track of his plan for the rehearsal, resulting in a lack of 
time to rehearse all the music.   In addition, he often dismissed questions or ideas that 
differed from his dogmatic perspective. As Jack reflected on these specific moments in 
his rehearsals, he connected them to his underlying belief that the music was “good” only 
if it matched his internal standards.  He determined that these standards were often 
idealized—perfectionism—and out of reach for his ensemble in their brief rehearsal 
period, just before they performed for a service.  
                                                                            
190 Sandra Maitri, The Spiritual Dimension of the Enneagram: Nine Faces of the Soul (New 
York: Jeremy P. Tarcher, 2001), 208. 
  125 
Riso and Hudson write that because Type One individuals tend to adhere 
devotedly to their ideals, they face challenges when their expectations do not match 
reality. Watching the video with his perfectionism in mind, Jack set a goal to relax his 
rigid, perfectionistic tendencies.  Instead of becoming frustrated or immersed in self-
judgement, he could focus more on how to address his perfectionism.  Awareness of this 
underlying motivation also helped Jack recognize that high standards also were not only 
sources of frustration—they also were assets to the choir and its capacity for performing 
beautifully, thus enhancing the worship service. 
Even as his awareness began to shift, Jack remained the most self-critical of the 
three participants, which was characteristic of Type One. Initially, he was drawn almost 
exclusively to what he perceived as errors in his rehearsal.  He displayed frustration while 
watching his videos—the same frustration he described experiencing in the actual 
rehearsals. As I reflected with him, I perceived fewer opportunities to criticize Jack’s 
rehearsal than he perceived.  In short, his critique may have been too strong. 
Ann. While reflecting on rehearsal videos, Ann spoke about her desire to please 
her teachers. She observed that she was often watching others in the room and their 
reactions to her rehearsal style, concerned more with pleasing them than with enacting 
her own ideas. This was true especially when she rehearsed with the orchestra. Ann’s 
desires for security and the support of external authorities created self-doubt and worry. 
Chestnut writes of Type Six: 
Hierarchical and authority relationships are important areas for Sixes to develop a 
greater level of awareness of their defensive habits.  They [should] pay close 
attention to the feelings and thoughts that get stirred up in their relationships with 
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the authorities in their lives, and either try to trust more or own their 
independence.191   
 
Through discussion of her pervasive tendencies and her motivation to maintain external 
support, Ann became able to shift the focus of her reflections.  Instead of looking for 
mistakes and weaknesses in her rehearsing, Ann specifically looked for moments when 
she seemed confident and assured.  She also identified moments in which she seemed 
fixated on the ideas or opinions of others in the rehearsal.  Ann recognized that even 
when she did not feel internally confident in the moment, she could still choose to lead 
decisively. Using the Enneagram to direct reflection toward underlying motivation 
facilitated a change in Ann’s intentions—she wanted to build her own confidence and 
make independent decisions in rehearsal. Moreover, she acknowledged that her vigilance 
could be reframed as empathy with singers. 
Ann showed more balance in self-scrutiny than did the other two participants. She 
was able to consider her personality traits both as liabilities and assets to rehearsal. In 
certain moments, however, Ann’s engagement with critical reflection seemed to increase 
her vigilance and self-doubt. Between the reflective sessions, she read several chapters 
from different Enneagram resources describing the Type Six personality, expressing that 
she wanted to become more informed about potential issues that might crop up in 
rehearsal. As she began to refer extensively to the information contained in the 
Enneagram literature, it became apparent that Ann might begin treating the literature as 
an external authority.  
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Marie. During our initial meeting, Marie seemed to resonate with the Type Nine 
motivations to maintain internal peace and to avoid conflict.  However, as she watched 
her rehearsal videos, she spoke about her lack of preparation instead of searching for its 
motivational roots. For example, she noticed that she avoided rehearsing “Sicut Cervus” 
because of her discomfort with the music.  Marie acknowledged she refrained from 
offering corrective feedback to the ensemble, but instead of engaging with the issue 
directly, she claimed that she needed more practice leading rehearsals. Marie quickly 
noticed errors with her conducting gesture, and she pointed out moments where overall 
leadership was lacking. She was reluctant, however, to connect these moments 
systematically to her personality.  The tendency to maintain inner-peace that Marie 
recognized as a part of her personality seemed to keep her from engaging in significant 
scrutiny of her personality.  She may have wanted to address the rehearsal issues simply, 
rather than opening herself to the discomfort of facing her personal patterns.  Naranjo 
describes this phenomenon as characteristic of Type Nine.   
From what has been said it is clear that ennea-type Nines approach life through a 
strategy of not wanting to see, and this results in an over-simplification of the 
outer and inner world, a diminished capacity for psychological insight, and also 
an intellectual laziness, characterized by excessive concreteness and literalness.192   
 
Marie’s resistance to deeply scrutinizing her personality structure is revealed in her 
practical goal-setting.  While her goals to prepare and practice could certainly help her 
grow as a musician, they did not reflect the personal nature of the Enneagram reflection. 
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Reflective Process and Self-Knowledge 
As the participants recorded themselves in rehearsal and subsequently watched 
the videos, they had opportunities to infer how of patterns of motivation played out in 
moments of rehearsal. Dimond writes: 
The Enneagram assumes there are things we do not know about ourselves. By 
expanding our language of motivation, this system proves to be, for many, a tool 
catalyzing self-knowledge... By gaining an understanding of oneself as complex, 
dynamic, and multi-layered, and by acquiring language to talk about the ways we 
have been constructed from without and within, we develop new kinds of agency 
able to beget self-change.193 
 
While the study was too brief to track any lasting change in rehearsal behaviors, two of 
the conductors seemed to change their self-knowledge through reflection. However, Ann 
and Jack gained insight through somewhat different processes, and the qualities of their 
insights also differed. This suggests that there are factors in addition to personality type 
that influence the reflective process. 
It is important to underscore that, in a process of reflection employing video 
recordings, only behaviors can be observed—underlying motivations must be inferred. In 
addition, considering the physical set up of a typical choral rehearsal, a video camera can 
be focused on either the conductor or the ensemble—the video recording cannot capture 
the relational dynamics between them. Therefore, the reflection processes employed in 
this study necessarily relied on the conductors’ recall of the rehearsal, including 
recollections of internal emotions. 
 These cases suggest that there are differences between recall close to an event and 
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recall further removed from the event. For instance, Ann preferred to conduct her video 
reflections with me on the same days in which rehearsals occurred. She seemed to 
directly recall what she had been thinking during the rehearsal, including her perceptions 
of her teacher and other ensemble members.  Jack’s rehearsals occurred several days 
before the reflections. Although he spoke confidently about what had occurred, and he 
identified moments when he had been frustrated in rehearsal, there were some instances 
when he could not recall how the ensemble had reacted to his leadership.  A gap of 
several weeks occurred between one of Marie’s rehearsals and the subsequent reflection. 
There were times during that reflection when she became confused as she tried to recall 
how her instructor had responded.   
 Still, the conductors were asked to recall inner experiences, and then compare 
those recollections with Enneagram descriptions. Chestnut writes: 
One of our deepest unconscious patterns is the false belief that we know ourselves 
well enough to understand why we think, feel, and act the way we do.  I argue 
that, in fact, we don’t; and that thinking we do know who we are is part of the 
problem.194 
 
Comparing the cases also suggests that previous experience with introspection and 
mindfulness aided the reflection process. For example, Jack’s regular interaction with a 
therapist meant that he was experienced in speaking frankly about his motivations and 
questioning assumptions about behavior. Ann did not have experience in a therapeutic 
relationship, but she had used video recordings to help her recognize and reflect on 
recurring musical and gestural patterns. Use of video for reflection on rehearsals was a 
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new process for Marie, and similarly, she had no previous experience with reflective or 
therapeutic conversation. 
The validity of the RHETI also influenced the quality of reflection, albeit less 
directly. Researchers have shown that the instrument offers consistent results, and they 
suggest it may be useful to aid the kinds of reflection in which these conductors 
engaged.195 However, because the validity of the instrument remains in question, RHETI 
results should be viewed with appropriate skepticism. In the present study, each 
conductor’s RHETI results contained three to four personality type suggestions, and 
while a personality type with which each conductor resonated was represented on that 
list, only Marie’s self-identified type matched her top result.  Furthermore, none of 
conductors were able to identify immediately with a single personality type based on the 
brief descriptions offered in the RHETI feedback.  All three conductors needed more 
thorough descriptions of the types, as well as Enneagram theory.  
In the context of this study, I served as a guide to Enneagram publications, and I 
summarized aspects of the Enneagram theory during the initial meeting. I asked 
questions, based on my prior study of the resources, intended to help the participants 
compare their self-understandings with the core motivations and behaviors of the types. 
But each of the three conductors responded differently to my guidance. Jack responded 
positively and immediately to conversation, perhaps due to his familiarity with talk-
therapy and his general belief that conversation could result in productive insights. In 
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addition, Jack’s rehearsal situation was different from that of the other two participants in 
that he was completely autonomous in his leadership position. He had been in his 
position for several years, and he had established a consistent manner of relating with the 
members of the ensemble.  So, as he interacted with the Enneagram resources and with 
me, he had agency to make immediate changes to his rehearsal strategies.  
Ann also responded positively to the additional information that I provided, but 
she subsequently took Enneagram resources with her, studying them thoroughly and 
returning with her own ideas and questions during subsequent video reflections. Marie 
was agreeable and polite during our initial meeting, but she resisted applying Enneagram 
information to her rehearsals. Both Ann and Marie were graduate students, and a teacher 
often was present during their rehearsals, suggesting improvements to their strategies. My 
guidance with Enneagram resources may have been perceived as a conflict or 
confrontation with their teachers. Ann may have used her time with the Enneagram 
resources to interpret them in light of advice that her teachers had given. Although she 
appeared to be receptive in our initial conversation, she may have been more hesitant and 
skeptical due to her reliance on her teachers’ authority. Marie frequently spoke of what 
she had learned from her conducting teachers, but she still resisted sharing her own ideas 
with them unless she was asked.  So, her passiveness in the reflective conversations does 
not necessarily imply disengagement.  She might have been internally processing¾even 
questioning¾the Enneagram resources and my observations, while appearing agreeable 
on the surface. Her fear of conflict with her teachers, conflict she had worked hard to 
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avoid, may have kept her from admitting any deeper level of engagement with the 
Enneagram resources.  
Conclusions 
 The cross-case analysis suggests that reflection with the Enneagram has potential 
to provide insight into underlying motivations. In turn, insight can help conductors 
improve the relational aspects of choral rehearsals and derive a sense of well-being. Even 
for Marie, who did not make intentional changes in her rehearsals, using the Enneagram 
challenged self-perceptions and encouraged thinking about healthier relationships.  Riso 
and Hudson write: 
Work on ourselves proceeds layer by layer, from the most external forms of 
personality to the inner core of our being.  The automatic pattern of our 
personality draws us into contracted, identified states, but by bringing awareness 
to these patterns, we reverse the course... Awareness (mindfulness) plus the 
willingness and ability to work through our psychological issues are the keys to 
our work.196 
 
The cases suggest that depth of the reflection is influenced by personality type as well as 
contextual elements, such as prior experience with reflection, autonomy in decision 
making, and clarity of recall. All of these factors contribute to the level and depth of 
Enneagram application, and thus to the quality of reflection, so the process must be 
personalized and approached with patience. The optimal time, type of guidance, and 
method of engaging in post-rehearsal reflection will vary among conductors and contexts.   
 The research literature on reflection suggests that insight should be intentionally 
applied to practice in order to achieve professional growth.197  However, just as 
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underlying motivation cannot be observed from the outside, growth in emotional and 
relational awareness cannot be predicted or measured by an external standard.  
Recognizing growth solely through short-term behavioral changes is both unfair and 
misguided.  Dewey, Kolb, and Van Manen are among the many who taught that 
development happens in stages, and learning occurs at each stage.198 Kolb’s experiential 
learning cycle, for instance, emphasizes that “reflective observation” must lead to 
“abstract conceptualization” before resulting in transformative change.199  Dewey writes, 
“In natural growth, each successive stage of activity prepares unconsciously, but 
thoroughly, the conditions for the manifestation of the next stage¾as in the cycle of a 
plant’s growth.200 Applying personality-based reflection to professional practice means 
trusting that a person can discover how to be a better practitioner through learning to 
become a healthier human being. This is a form of education that, as Biesta tells us, 
involves great risk.  He writes: 
The risk is there because education is not an interaction between robots but an 
encounter between human beings.  The risk is there because students are not to be 
seen as objects to be molded and disciplined, but as subjects of action and 
responsibility.  Yes, we do education because we want results and because we 
want our students to learn and achieve.  But that does not mean that an 
educational technology, that is, a situation in which there is a perfect match 
between “input” and “output,” is either possible or desirable.201  
 
So, in the context of this study, Jack and Ann may have demonstrated more growth than 
Marie, but for all three conductors, continued reflective work over time could change 
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their developmental paths. 
 
Overall Implications for Reflective Practice 
A major assumption about ensemble rehearsal processes is that they are not based 
solely on a conductor’s musical skills. Ways of relating to ensemble members and ways 
of conveying musicality arise from a conductor’s inner motivations and sense of self. Van 
Manen refers to this sense of self, in a context of teaching, as a “style.”  He writes: 
There are certain habit-like features of teaching and relating to students that might 
be described with the term style.  And style is more than a habitual and 
idiosyncratic way of behaving or talking.  Similarly, style should not be confused 
with teaching technique or method.  Style is the outward embodiment of the 
person. In some sense, to have a style is being yourself, being who you really are.  
When someone says, “That is not my style,” he or she is really saying, “That is 
not the way I am. That’s not me.”202 
 
Van Manen implies here that a teacher’s style can become more self-aware. 
Similarly, the present study provides evidence that a more self-aware rehearsal style can 
be developed through reflection on personality and underlying motivation. Conversely, 
without intentional cultivation of self-knowledge, the development of rehearsal style is 
left to chance.   
It is necessary, then, to consider how such reflection might be best implemented 
into a conductor’s practice.  Schön suggests that one of the most important elements of 
reflection is reframing the “problem” or situation.203 In this study, such reframing was 
accomplished through viewing video of rehearsal and applying the Enneagram tool.  
Examining the cases, however, suggests that a prescriptive practice of reflection did not 
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appear to help all of the conductors in the same way. Therefore, in any type of reflective 
process, it may be important to offer an array of reflective techniques. Specific 
techniques might be more natural or helpful for certain personalities, and they each invite 
new possibilities for reframing of the musical situation.  For example, in the present 
study, I guided the conversational reflections because of my knowledge and experience 
with the Enneagram materials and tools. For some individuals, however, reflection might 
be more productive with a trusted friend or advisor. Although sharing reflections with 
someone appears to be important, both Ann and Marie may have benefitted from the 
privacy of reflective journaling, which would have allowed for more honest engagement 
with difficult topics without the pressure of offending or challenging another person. 
Journals could become dialogue journals, sent back and forth with an advisor for 
feedback. The results of this study suggest that keeping a record of perceptions shortly 
after a rehearsal could enhance later reflection¾whether with a video, a tool like the 
Enneagram, or some other reflective method¾turning reflection into a two-stage process.  
 To draw again from Schön, when we use reflection to reframe our situations, we 
are necessarily engaged with complex systems. The case studies revealed webs of 
relationships between the conductor and other musicians, the conductor and the 
composer, and sometimes the conductor and an authority figure. The conductors also 
related to themselves through habitual beliefs about their capacities as conductors and the 
kinds of self-talk in which they engaged. All of these relationships, taken together, 
comprise a kind of complex system to which Schön referred.  More importantly, the case 
studies suggested that, in the mindset of a rehearsal, a conductor might be unable to take 
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in a view of the larger system, due to the pressures of the rehearsal. In a reflective space 
away from the rehearsal itself, a conductor may not only take in a broader view, but also 
observe the web of relationships with greater detachment. Increasing objectivity in 
reflection may allow the conductor to experience the rehearsal from a new perspective, 
increasing the possibility of change in the rehearsal style.  As Schön suggests, 
problematizing the situation and reflecting-on-action may lead to eventual knowing-in-
action, or the ability to adjust and adapt in the moment.    
Specific Implications for Using the Enneagram in Reflective Practice 
 Given its apparent usefulness, it is reasonable to suggest that the Enneagram 
could be used to aid reflection for music teachers and conductors at the undergraduate, 
graduate, and professional levels.  In the present study, however, participants experienced 
challenges while learning about the Enneagram, especially due to the problematic RHETI 
and the disparate literature associated with it.  It is difficult, therefore, to envision a 
sustainable curricular model that replicates the methods used in this study. Nonetheless, 
the Enneagram might be creatively adapted to augment common practices in the 
education of conductors and teachers.   
Several studies from the literature on music teacher preparation make it evident 
that video recordings of teaching are commonly used to enhance reflective practices. 
However, these same studies focus primarily on isolating variables of teaching, such as 
teacher talk, non-verbal gestures and facial expressions, error detection, and rehearsal 
techniques such as modeling, high-energy delivery, and feedback.  The conductors in the 
study, however, demonstrated that using video reflection in conjunction with the 
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Enneagram helped them recall and reflect upon the unobservable elements of the 
rehearsals, including motivations, emotions, and relationships. Enneagram-based 
questions, such as “When did you feel the most anxious during this rehearsal?” or “How 
did perfectionism or idealism cause frustration during this rehearsal?” could deepen 
reflection, even without extensive knowledge of the Enneagram literature.  Simple 
additions to the process of video reflection, based on personality, are practical within 
undergraduate conducting and music education curricula. 
Gaining self-knowledge through reflection could, in turn, influence musical 
planning and preparation.  Snow suggests that the processes of score study and rehearsal 
planning can degenerate quickly into “micro-rehearsing,” where the conductor simply 
moves from correcting one error to another. The effect of such micro-rehearsing is that 
“the singer is excluded from all but a superficial understanding of what is sung.” Here, 
Snow alludes to the web of relationships between conductor, composer, and performers 
that are part of any ensemble context. To make rehearsals more holistic and inclusive, 
Snow draws on Robert Yinger to suggest a process of “imaginative brainstorming” as 
conductors initiate score study. This process involves not only identifying all of the 
aspects of a specific choral work, such as text, story line, form, motives, and possible 
vocal challenges, but also imaginatively considering teaching strategies that will engage 
performers in active meaning-making while they are learning to perform the work.  Snow 
makes practical suggestions for the use of mind-mapping software to create a concrete 
visualization of such imaginative brainstorming. Personal and relational elements, as well 
as habitual tendencies in rehearsal, taken from the Enneagram language could also be 
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incorporated into a process of imaginative brainstorming.  Use of this tool would enhance 
reflective conducting and teaching, and would help minimize the effects of micro-
rehearsing and other unproductive rehearsal patterns.   
Reflective practice has also been advanced through dialogue between pre-service 
music teachers and their mentors. Stegman found in such dialogue situations that some 
students were inclined to reflect without depth or context, using primarily “what” and 
“how to” questions to address their practice.  This resulted in technical or clinical 
reflection, but not necessarily in greater self-understanding. Stegman wrote, “It appeared 
that reflection of the student teachers in this study was enhanced or restricted by certain 
personality attributes and attitudes.”  Her observation suggests that becoming more self-
aware of personality patterns using a tool like the Enneagram could help pre-service 
teachers engage in “critical” reflection, which corresponds to Van Manen’s highest level 
of reflection.  Critical reflection considers issues of power, ownership, and relational 
dynamics. Stegman concluded that “student teachers who were able to imagine 
themselves within a larger context were less preoccupied by self-focus and more able to 
nurture images of self and teacher in conjunction with considerations of student 
motivation and learning.”204 In the current study, cases suggest that using the Enneagram 
to reflect on rehearsals encouraged the conductors to place technical or clinical 
challenges within the context of overarching personal and relational patterns, similar to 
Stegman’s recommendation, thus allowing for more complex and comprehensive 
                                                                            
204 Sandra Frey. Stegman, An Investigation of Secondary Choral Music Student Teachers' 
Perceptions of Instructional Successes and Problems as They Reflect on Their Music Teaching, PhD 
diss., University of Michigan, 1996 (Ann Arbor: ProQuest LLC), 254, accessed June 15, 2017. 
  139 
reflection.   
Although Butke’s study of reflection was conducted with experienced choral 
music educators who were not students, her findings might be applicable to graduate 
students who seeking to advance and improve their professional practices. Butke found 
that two of her participants were resistant to in-depth reflection, similar to Marie in the 
present study. A simple implementation of personality-based questioning might have 
provided greater insight into the motivation behind this resistance.  For example, Butke 
suggested that these two conductors seemed uninterested in changing their rehearsal 
practice. Using the language of the Enneagram to question a “need to be right” or a 
tendency toward “stubbornness” could build a reflective foundation that could eventually 
lead to more openness.  Furthermore, a tool like the Enneagram may also assuage 
frustration by helping the teacher acknowledge both positive and negative aspects of 
specific personality traits, including resistance to change.   
Thorough application of the Enneagram literature, similar to that demonstrated in 
the present study, might be most feasible within graduate study of conducting and music 
education.  In such settings, students typically conduct ensembles frequently, often with 
the direct guidance of an advisor or mentor. In those situations where the mentor was 
willing to invest time in understanding a personality-based tool like the Enneagram, 
graduate conductors could undergo a personalized typing process, then the language of 
their type could be implemented in video reflections, dialogue during private lessons, and 
journaling. Simons used the MBTI personality system to reflect on her rehearsals with a 
therapist, eventually challenging herself to practice some rehearsal styles that were not 
  140 
well-suited to her personality type.205  Given the similarities between the MBTI and the 
Enneagram, graduate level conductors might use the Enneagram tool similarly, pushing 
themselves to try new methods and techniques.  Graduate conducting and music 
education programs involve multiple years of study, so growth in self-awareness and 
concomitant change in rehearsal style would be observable and traceable over the course 
of many rehearsals. 
If self-awareness and awareness of relationships with others are so important in 
the choral rehearsal setting, it seems likely that they are important in other musical 
situations as well. For instance, self-awareness gained through reflection might change 
the way a pianist approaches a score in the practice room or how a cellist leads a section 
within the orchestra. Communication in private studio instruction, as well as 
collaborative chamber ensembles might well be enhanced through reflection that moves 
beyond the technical and takes in the emotional and relational elements of the musical art 
form.  
Eustis wrote that ego and personality affect relationships within the voice studio.  
During a lesson, a voice teacher relates not only to a student’s voice, but also to their self-
image. Furthermore, the voice teacher relates to their own sense of identity.  Eustis 
encouraged voice teachers to reflect on their relationships with students and to become 
more aware of their own insecurities.206  A tool like the Enneagram could offer both 
teacher and student a system and common language for understanding each other more 
                                                                            
205 Barbara Pollack and Harriet Simons, "The Psychologist and the Conductor: Solving 
Rehearsal Problems Using Awareness of Personality Types," 9-10.  
206 Lynn Eustis, The Teacher's Ego: When Singers Become Voice Teachers. (Chicago: GIA 
Publications, 2013). 
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deeply. In principle, incorporating such language could assist studio voice teachers with 
navigating ego-issues and relational dynamics that sometimes impede a student’s 
technical and artistic growth.   
Davidson explored the impact of social, cultural, and gender relationships on the 
musical coordination of a newly formed string quartet. She observed how each of the four 
players fell into typical patterns of behaving, speaking, and relating during their 
rehearsals.  She also noted expressions of anxiety, perfectionism, and other personality-
based elements. 207  Using a personality-based tool like the Enneagram might facilitate 
both individual and collective recognition of habits, behaviors and traits that influence the 
musical performance of the chamber ensemble.  A personality-based tool could help 
deepen reflection and lead toward better communication for the ensemble. 
Implications for Further Research 
If a tool like the Enneagram is to be considered in the training of musicians, 
further research and a more accessible tool are necessary.  Giordano,208 Newgent et al.,209 
and Dameyer210 concurred that, while the RHETI displayed sufficient reliability, it did 
not display strong structural validity. While’s Giordano and Scott’s versions of the Likert 
                                                                            
207 Jane W. Davidson and James M. M. Good, "Social and Musical Co-Ordination between 
Members of a String Quartet: An Exploratory Study," Psychology of Music 30, no. 2 (2002), accessed 
May 18, 2018, doi:10.1177/0305735602302005. 
208 Mary Ann Elizabeth. Giordano, A Psychometric Evaluation of the Riso-Hudson Type 
Indicator (RHETI), Version 2.5: Comparison of Ipsative and Non-ipsative Versions and Correlations 
with Spiritual Outcomes, PhD diss., 2008. 
209 Rebecca A. Newgent et al., "The Riso-Hudson Enneagram Type Indicator: Estimates of 
Reliability and Validity," Measurement and Evaluation in Counseling and Development 36, no. 4 
(2004), doi:10.1080/07481756.2004.11909744.  
210 Josie Dameyer, Psychometric Evaluation of the Riso-Hudson Enneagram Type Indicator, 
PhD diss., California Institute of Integral Studies, 2001. 
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RHETI improved internal consistency, they still called for more research to develop a 
better tool.  In light of the promising results of the studies using non-ipsative versions of 
the RHETI, the potential development of a new version of the scale that more accurately 
predicts personality type seems promising.  Improving the RHETI would make the 
Enneagram more accessible in professional and educational settings because it could 
decrease the need for an experienced guide during the initial stages of the reflective 
process.   
Continuing to study the usefulness of the Enneagram reflection for conductors 
and other musicians requires more case studies to be conducted, similar to the present 
one. Furthermore, longitudinal, observational case studies should be added to the research 
literature. Such studies could offer additional insight into using the Enneagram for 
reflection, for example: 
• How conductors who identify with all nine of the Enneagram types would 
relate to reflection using the Enneagram 
• How multiple musicians who identify with a single type relate to the reflective 
process similarly and differently 
• How observing specific personality patterns might change a conductor’s 
approach or behavior during the rehearsal process over the long term 
• How various methods of reflection could prove more or less helpful for 
certain individuals  
• How using a tool like the Enneagram could become an autonomous exercise, 
rather than requiring an outside facilitator 
 
Comparing the use of the Enneagram in reflection to another personality tool, like the 
MBTI, could deepen perspectives on how this type of reflection can help conductors 
build self-awareness in their practice.  A different categorization system would likely 
result in recognition of distinctive patterns, influencing the types of goals that would be 
applied to rehearsals.  Broadening types of tools used may also make the process more 
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accessible to those who have already gained comfortability with reflection using a certain 
personality typology.   
Additionally, case studies could be conducted within private music studios and 
within music education classrooms to explore how the Enneagram might best be adapted 
to facilitate deeper reflection within these settings. Observations and conclusions from 
such case studies could provide insight into how best to adapt the Enneagram in its 
current forms into a resource specifically tailored toward musicians.  In turn, such a tool 
could be more relevant and accessible to teachers, especially to those who are hesitant to 
delve into psychology or spirituality. Thus, teachers might be more willing to incorporate 
an Enneagram-based tool into music curricula.   
Conceivably, a more specific tool could make explicit the musical implications of 
each personality type’s behaviors and motivations, including suggestions and anecdotal 
descriptions regarding how these core traits tend to manifest within various musical 
situations.  For example, a written tool could include an anecdote from a Type Nine 
violinist who is learning to engage in productive conflict within her string quartet, then 
offer suggestions and space for reflection. The tool, importantly, could include specific 
recommendations for increasing awareness within the musical discipline, rather than 
expecting students to do the work of applying an unrelated tool to their practice.   
Ultimately, a version of this tool could be housed online, operating as a source for 
information, a guide for reflection, and an interactive community of musicians.  A space 
like this could feature cases in a narrative form, using interviews and videos to display 
unique manifestations of each personality type from the perspective of the musicians.  
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Allowing musicians to share insights gained using Enneagram reflection might assist 
others in recognizing their own patterns.  It could also help musicians work with those of 
other types more compassionately and with greater understanding. Creating a social 
reflection space could encourage musicians to reflect in the way that works for them, 
providing support and camaraderie, while celebrating the many possible approaches to 
musicianship.   This online tool could evolve as research continues, becoming a dynamic 
conversational platform, ideally helping musicians to grow toward healthier, more self-
aware music making.  
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